Zagreb - Cultural Kapital of Europe 3000 


1s a collaboration platform created as a joint project of the Center for Drama Art, 
Multimedia institute, Platforma 9,81 and What, How and for Whom The project 
taxes place in the framework 01 relations relations is a project initiated by 
Kulturstiftung des Bundes Federal Cultural Foundation, Germany Cultura! Kapital 
will foster those collaborations - both between the project initiators and the local and 
international initiatives - that will address changes In the social conditions of cultural pro- 
ducton, develop the structure! postion of independent culture and question the domi- 
nant regimes of representing cuiture Untll 2005 Cultural Kapital is planned to include 
conferences art festivala, exhibitions, workshops lectures presentations publications 
media productions, etc An important part of the project wil be cultural policy activities 
directed towards reforming the instltutional setting of independent culture - increasing its 
influence and strengthening its resources 


Zagreb - Kulturni kapital Evrope 3000 


Je platforma za suradnju nastala kao zajednički projekt Centra za dramsku umjatnost, 
Multimedijalnog instituta, Platforme 9,81 i udruge za vizualnu kulturu što, kako i za 
koga/WHW Zagreb kuftutm kapita! Evrope 3000 se odvija u okviru projekta relations. 
Projekt relations inicirala je njemačka Savezna zaklada za kulturu Kulturni kapital će 
razvijati one suradnje - kako među nositeljima tako s lokalnim | internacionalnim imcljati- 
vama - koje tamatiziraju promjena društvenih uvjeta kulturna proizvodnje, razvijaju struk- 
tumi položaj nezavisne kulture | preispituju dominantne režime reprezantiranja kulture Do 
2005 u sklopu Kulturnog kapitela planirane su konferencije, umjetnički festivali, izložbe, 
radionice, predavanja. predstavljanja, publikacije, medijske produkcije | dr Važan dio 
projekta bit če aktivnosti iz kulturne politike usmjerene na raforme institucionalnog okvire 
nezavisne kulture - povećavanje njenog utjecaja | jačanje njenih resursa 


Zagreb - Cultural Kapital af Europe 3000 
takes piace in the framework of relations 


relations is a proyect stated by Kulfuratiftung des 
Bundes (Federal Cultural Foundation, Germany) 
www projekt relations de 


ERSTES Kontakt. The Arts and Clvi! Society Program of 
pr Erste Bank Group In Central Europe 
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Otpor ideologije - 
Politička filozofija u doba 
informacija i globalnih mreža 


Alexander Bard | Jan Soderquist 
Prevela. ivana ivkouc: 


izvadak iz predstojeće knjige "Globalni imperij" švedskih filozofa Alexandera Barda i Jana Sóderqvista 
koja će biti objavljena na engleskom jeziku u jesen 2004 Bard & Soderqvist također su autori 
"Netokracye' koju je na hrvatskom objavio Diffaro 2003 Zaštćeno autorskim pravom 2004 Alexander 
Bard & Jan Soderqvist 


Koncept pogleda na svijet sadržava mnogo više od samog mare i više ispravnog razumijevanja trenu- 
tačnog stanja društva On također sadržava dijelom nesvjesnu i često izglobljenu, no ipak prepoznatljivu 
ideju povijest 1 sila kos ja pokreću Zato što je naš svijet ono što smo se dogovori da Camo reći da jest, 
Novi mode! definicije implicira sasvim novi svjet Iz pecspektve nove paradigme stan aksiomi su odjed- 
nom prokazani kao ideološka konstrukcije karaktenstične za svoje razdoblje Tako da ovo nije panje 
prekrajanja jedne It dvja apizode iz povijesti u svjetlu nekoliko novih činjenica, vec pitanja novog vredno- 
vanja samih osnova povjasti Mi pišemo novu metapovijest 


S drugom poviješću svijet postaje drugi svijet Posljedica toga paradigmatski pomak od kapitalizma 
prema informacionalizmu neodvojivo je vezan uz dramatične promjene u našam razumijevanju povjest 
Presudna ideja kapitalizma povijesti razmatrane isključivo kroz pojmova ekonomije s Karlom Maxom kao 
njegovim najvažnijim eksponentom, utemeljene na daj društvenog razvoja kog je u konačnici određen 
matenjalnom prozvodnjom polako je ali sigumo potkopana Važan faktor ovog proceso je razaranje 
komad po komad, transcendentalzacye povijesti koju je Marx nasljedio od Hegela, a do kojeg dolazi usli- 
Jed perspektvizma koji se razvio tijekom dvadesetog stoljeća Nova metnca tumačenja se polako 
pojavljuje nad bezobliénom masom informacya 1 imat će revolucionarna posljedice 


Najvažnija promjena u našem pogledu na prošlost postaje očita u središnjem temalju kapitalizma ı početnoj 
točki njegova cjelokupna pogleda na čovječanstvo - nedjeljvom | izvornom pojedincu - koji je rastavljen 1 
zamijenjen beskrajnim uzročno-posljedičnim nizovima | povratnim sklopovima Naš pogled na ljudsko tjelo 
se mijenja, postaje dezindividualizran, postaje jedna u nizu vanjabl u beskrajnim jednadžbama povijesti 
Promjene našeg genetskog koda tijekom kratke povjest čovječanstva su Zanemanve, pogotovo u 
usporedbi s tehnološkim razvojem Stoga sve veca složenost društva nije rezultat toga da ljudska bića 
posteju sve intelgentnya, već činjenice da nas okotš postaje sve inteligentny iz mformaconafistitke per- 
spektve pokretačka sila povjesti tako rye ni genetička ni Geološka ni na bilo koji način "duhovna" 
Društveni razvoj je naprotiv pitanje komunikacije, odnosno pranje informacijske tehnologije 


Moć je napokon uvijek sociometnjska a ne ekonomska - ekonomska je bia samo tjekom kapitalističke 
spohe kada je monetarna ekonomija bila pokretačka sila, jer Je moć popnmila karakter skonomske 
sociometnje sto znači da Je materijalne proizvodnja tek sekundarne pnrade 


Okolnosti dijele karte koja treba odigrati na najbolji mogući način Naém na koji ih odigramo postepeno 
utječe na okolnost no njetko na nacin if u men naše namjere Fakton koji čine irenutačnu tehnološki 
slozenu formu tvore osnovne preduvjete raspodjele moći, statusa | dentteta. Svaka promjena znači da 


dae 
o9 


pP og 


jedre steču probitak naustrb drugih Ovo može sugenrat da Je povijest beskrajna zero sum igra, no iz 
razloga što se novo padobrvene informacye prevlače nad ranije pndobivenima postop model, smjer 
prema uvijek vsem stupnju društvene | tehnoloske slozenost Sto cim mogućim sve sofisticranje non 
zero-sum gre 


Ukoliko žele opstati vrijednosti mormacionalistiékog drustva moraju se doimati vjerodostojno čak 1 uz 
rasirenu | duboku svijest c tome da nemaju osnove u tradicionalnoj metafizici Bog Je uistinu mrtav, a 
prroda više nije u stanju djelovati kao bilo koja vrsta moralnog autonteta ili jamca ikakvih prava. Nove wri- 
Jednosii informacionalzma moraju utažiti potrebu za istnskum razumijevanjem uvjeta postojanja, a ne bri 
podređene osobnim potrebama | maštanama onih koji imaju moc U dobu koja karaktenzira masovna 
rtierakivnost moc ce morati činiti kratkoročne zrtve kako bi sacuvala svoj dugoročan kredibiitet To 
znaci da ce eskapisički utopizam koj je čiruo osnovu kapitalističke statističke supraideoiogya morati bru 
zamijenjen radikalnim pragmatzmom u vršenju moci 


Povjesnčan nformaconakstičkog društva prvenstveno se zanimaju za tehnologiju | njezinu interakciju s 
ostelim društvenim čimbenicima. Svjesno konstmo nječ tehnologija umjesto neci ahnika potonja može 
zadržati svoje izvorno starogrcko značenje kore se odnosi na zanate | graditeljstvo Tehnika predstavlja 
razičile metode konstenja mehaničkih instrumenata koje čovječanstvo poznaje čija svrha je produžiti 1 
rafinrak naša vlastita tijela | njihove funkcije. Tehnika tako predstavlja neku vrstu mašine, dok je tehnologija 
filozofske i sonološk; koncept koji opisuje strukture koje nastaju na osnovi velikih skupina djelotvornih 
tehnika, te više od svega. mnogobrojne vdove odnosa između ovih skupina | čovječanstva Prema ovoj 
defino je tehnologija opcenito, a informacyska tehnologija posabice, upravo ono što najduolje karakter- 
gira društvo, te ono što u kano; men odreduje način raspodjele moći | proizvodnje Identiteta. 


Poviest neporecivo pokazuje da sinsk revolucioname tehnološke Inovacye - mehaniék sat, tskarski 
stroj 1 sl - mau svoje vlastite, prrodene planove koji se uobičajeno u velikoj mien razlikuju od onih koje su 
ngho stvortelii zamislili ši im se nadah Tehnologiju na ovom stupnju moci nje moguce ozbiljnije kontroli- 
rati Nie slučaj, kao Sto to navni optimisti tvrde, da su ove skupine tehnika neutralni alati čiju uporabu 
određuju ljudska bica. 


Da upotniebimo temnnologiiu Nela Posimane, tehnologija : sama igra s kartama koje drži u ruci, ona 
Odredujs okw onoga što se može činih i misit Slobodna volja, ako o njoj možemo govori, strogo Je 
ograničena danim tehnoioškim okvirom Zlatna nbica može odabrati da zapliva ljevo ii desno od kamena, 
no ne može ispivati z svog akvarja. Ovo ne znači da je nebitno pliva li ona lijevo ili desno cd kamena 
No, kranje je neproduktvno pretvarati se da akvan ne postoji 


Ako je ustinu tehnologija ta koa određuje podjelu mod | proizvodnju identiteta, tada ovo ima jasne 
posljedice na naše videnje povjesti To na primjer znaći da događaji koje tradicionalno prepoznajemo kao 
velike povjesne revolucije nisu istinski revolucionami Francuskoj revoluciji 1790-tih, uzmimo je za primjer, 
moramo naravno priznati određeni stupanj značaja - ne samo simbolički, već | iz praktičnih razloga + no 
njezn odjek se odigrao u okviru tehnologie tskarskog stroja bez kojeg bi revolucija sama bia nezamisliva, 
a time bi nezamisiiva postala ı pokretačka sila filozofije Prosvjehtebstva, kao | veći napredak | industnjal- 
izacaa koji su uslijedili Tako se nformaconakstički povjesničar samo usput bavi spektakuismim 
događajima velikog smboličkog značenja ratovima, pobunama | proklamacijama Umjesto toga, fokus 
pažnje je na apstraktnim poima koja okružuju nabore na mestima pomaka u paradigm u razdobljima 
koja su često kaotična | okolnostima u koma jedna dominantna informacijska tehnologije biva polako 
napuštena | zamijenjena drugom. 


Jednostavno, nepatvorenu revoluciju mozemo naći u uvođenju | uporabi nove informacijske tehnologije čiji 
se plan polako pretapa u čitavu kulturu Događaji koji su tjekom epohe kapitalizma opisani kao revolucije 
= manje ik više nasilne promjene režima, sa ii bez javnih smaknuča - u ovom novom svjetlu izgledaju kao 
spektakularni izrazi agresije nabneni simbolizmom, te su samo logičke posljedice prethodne istinske rev- 
duce Uvjet koji određuju provođenje moći kao posljedice dominantne tehnologije - tskarskog stroja, 
zraženi Su smboličk 1 teatralno na javnoj pozomci, no prava revolucija nastupila je davno prije toga No 
teatralnost 1 smboščnost su prikladne polazna točka romantizrana ideologije koja je od ključnog značaja 
2a vlastitu siku kapitalističkog doba. Pisana povijest je pridavala veliki značaj ovoj vrsti teatra, ali on 
podržava sustav 1 nema moć dovođenje u pitarve danih preduvjeta | akademske bitke na sveučilišta i 
PORbČKI konfica u parlamentima ograničavaju se na smbolički nabijene pseudoprobleme unutar okvra 
jedne te iste suprexdeologao 


Tranacia z feudalnog u kapitalistički sustav iako nje pitanje nekog ideološkog proboja nit! povjesno 
determrwane tranzicge prema višem stupnju civilizacijske zrelosti Ona je pnje ekološka promjena 
posjedica tiskarskog stroja, ova nazgled nevina inovacija znacila je promjenu cijerog ljudskog ekosustava 
životnih uveta Vazne miomnacije su se moge širu vecom brzinom | u velikom broju izdanja, a to je 
značilo porast vrjednosti pismenosti što ja kreralo now virtualni svijet javni prostor Čak 1 ako je vrtualn: 
svijet javnog prostora u obliku dnevnih kstova, časopisa il knpga bio relativno pnmibvan oblik jednosm 
jeme komunikacije, pogotovo u usporedbi s današnjom globalnom i neposrednom interaktivnost njego 
va pojava u hodnicima moci značia je gubitak crkvenog monopola na pogled na svjet abdikaciju 
monarhie iz svijeta politike. te pritisak na anstokraciu koja se morala odreci ekonomske | vojne snage 


Jednom kad se kugla zakolrgals, me ju se moglo zaustaviti struktura moci koja je počivala na rukopis 
nom jeziku 1 mitologiji koja je kružila oko transcendentalne Vječnost bila je pnsljena uzmaknuti pred 


novom strukturom moci temaljenoj na povecanom šrenju niormacša u obiku prvih masovnih meda te 
mitologiji koja je zamijenila Vječnost transcendentainim Napretkom kao svrhom : smislom postojanja 
Teologiju je zamijenilo stovanje razuma a plemicke trule su izgubile znacaj u terutku kada je bogatstvo 
postalo prava mjera drustvenog stamusa_Prosvjetileljstvo veliki projekt kaptalzma, ponosan humanizam 
sa svojom postojanom vjerom u kartezjanski subekt zaposjebo je domenu metafizičkog, sio je malo 
pomalo peradoksalan ishod jer je razum zauzimao mjesto u životu na kojem se prethodno nalazio nor- 
azum. Kada stare predrasude budu pornetene u stranu, vjeru ce zamijeniti znanje, a znanost ce osigurati 
odgovore na sva pitanja čovječanstva o svrsi života. 


Problem je u tome da su znanost 1 njezina pnroda stalno revidirane Te zato svaku slinu možemo smatrati 
provzomom U odsusivu službeno sankcioniranog nerazuma, temelii na kopma su stajale vrijednosti 
društvenog konstrukta postali su zloglasno nestabini, što postare ronično uzmemo ' u obzir da je socijalna 
teonja bazirana na navnom maštarenju o stabilnom i uravnoteženom stanju normainost Gelovit 
Pojedinac, odnosna nedjeljiv ego postavjen je poput pozeljno nepomične stijene U središte ovog 
nemimog mora, kao neograničeni vladar kompkcirane, no racionalne mašine - ljudskog bjela Subjekt ja 
dobio zadatak realizirati sve svoje prirođene kvalitete i sposobnosti u stalnoj borbe prema svetom Naprstku 


Promjena paradigme uvijek sa sobom povlači | novu uporabu jezika. te nov vokabular Novi fenomeni 
zahtijevaju novu terminologiju a istovremeno stan pojmovi preuzimaju nova značenja Ovo oblikuje nte- 
gralni dio pogleda na svjet koji se razvija u skladu s matenalnim promjenama koje Sljede dominantnu 
tehnologiju 1 interesa koje predstavlja nova moc Riječi kao "istina" i "stvarnost", "znanje" | "znanost" dobi- 
vaju nova znacenja, te preuzmaju, bar jadnim dijelom, nove funkcija Ovo se naravno odnosi na tranziciju 
prema informacionalizmu 


Stara značenja nječi feudalizam“ | "kapitalizam" enkagsulirana su u novim značenjima. Pojmovi su inkor- 
ponrani u vječni sofisticiran: filozofski sistem ponavljanja | razlikovanja te u ovom novom kontekstu pouzi- 
maju nove funkcije 


U feudalnom društvu Bog je bio stvarmost život je bio obijezen stalnom misi! pipremama za nebesko 
kraljevstvo koje se smuesilo onkraj života Uz promjenu paradigme i mdustmakzaciju, ove koncepte i ideale 
zamijenio je Projekt Moderne koji se usredotočio na stalnu ekspanziju : promjenu naboye unutar okvira 
društva nacionalne država Utopya je urušana u matenjak+ svijet, no smještena je uwek van dosega, u 
blješteću budućnost koju možemo dosegnuti samo uz ogroman napor i na osobnom ! na političkom 
planu Vječnost više nije vjerodostojan koncept, a: Napredak izvrsno funkcionira kao nadomjestak 
unatoč činjenici da su mu obris: nejasni na način koji nye karaktenstičan za kaprtalzam Naravno, 
Napredak jest mjeri, ali nikada nye bilo moguće odrediti kada je cij ustnu dosegnut On je uvijek izmi- 
cao sve dalje A to ga je naravno, énilo funkaonalnim ostvarenje obećanja moralo je bit moguce 
odgadat: unedogled Posljedica je bila ta da je klasa u čim je rukama bia moć mogla ponudit nagradu 
za poslušnost vrijedan rad, bez da je to malo košta 


istna | značenje više nisu odredivani izvana, već iznutra Utopia je heno spavala u samoj srži Pojedinca, u 
ljudskoj pnrodi te je postala dužnost svakog pojedinca da se "realizira" energično isprobavajući svoj 
potencijal i sposobnosti do njihova maksimuma kako bi postigao maksimalnu moguću konsi Osobno je 
postalo političko, a sve detaljnija regulacija je nternalizrana Od svakoga se ačekvalo da bude tvorac 
vlastte srece i policajac viasttog morala, a tu je svaki pojedinac odmah povezan s drugima Tako je u 
početku mišljeno da je čovjek nastao prema Božjem liku, a kada to više nje bio dovoljno uvjerijivo, 
Čovjek je lansiran kao model za čovječanstvo Biti dobro ljudsko biće značio je trsti se bin savršeno 
ljudsko biće ovo je bila kranja istina | smisao života. Sve je predodredeno i vođeno željenim ishodom 
Pojedinac je imao dvije opcije igrati po strogim pravilima Ik zanemariti svoj potencija! te tako bih izopćen 
mašinenjom društva 


Humanisbéla model mišljenja velikim je dijelom temeljen na Newtonovoj fizici koja ga i podržava, na mod- 
elu svjeta koji možemo povezati sa mehaničkim satom nepromjenjivim i neprekidnim hodom stroja u 
kojem se svaki zubac kreće strogo u skladu s pravilima 1 paživo koordiniranog suign s drugim djelovima. 
ma&mnerye Ufcgu ljudskog bića u tom sistemu možemo usporedi s kukavicom u satu poslušno se 
pokoravati pravilima 1 veselo zapjevati u pravilnim razmacima Istovremeno u kaptašstčkom sustavu Opi- 
Jenom napretkom i težnjom za prospentetom postoji jo velebnija vizja za utopijskog Čovjeka. Ona obuh- 
vaca akademsko znanje 1 ideju enciklopedije, riječ čija grčka etmologja_enkykios = ckičnost + paidea = 
obrazovanje sugenra sveobuhvatno znanje koje oblikuje punt krug Nastojalo se sabrati 1 udružn iscrplju- 
juéu količinu znanja kako bi se razotknii vječni pencipi koji rukovode pnrodom te kreirao potpun model 
svijeta u umu racionalnih ljudskih bića Idea! tradiconalne znanosti konzekventno oofikuje dio sustava 
kolanja kapitaističke mitologije Ovo je u strogoj suprotnosti s etermalisičkom znanošcu koja se razvija u 
doba informacionalzma Gy fokus je na proces ma ı kreatvnoj problematici, a ne na opsjednutosti kapital 
Ističke znanost potvrđenim preipostavkama. 


U očitom odsustvu Boga Povjest sama preuzma duhovnu dimenziju ona postaje sveta prca o tome 
kako se covecanstvo oplemenio i tako uspelo na svoje zakonito mjesto vrhovnog nženera prode. 
Podjarmiti prirodu K tome još 1 svoju vlastitu, postala je povjesna dužnost čovječanstva. Ljudska bica to 
Još nisu, vec moraju upotnjebrti vlastitu snagu da bi to postala Povjest je tako pretvorena u kranjeg suca 
pred kojim odgovaraju t pojedinac | drustvo u qefin Posljedica je toga da Bog nije nestao vec je samo 
promijenio svoje IME | Vratio se u punoj snazi u obliku kartezijanskog subjekta. Kada smjestimo ovaj 
atomizirani ego u drustveni konteksi, postaje nam jasno kako se oblikuje buržoaska ideal građanstva. tn 


Poe 


JEZNO, raconaino | pouzdano Kartezjanski subjekt je koncept čiji ja uspjeh u arem mema “Darwin” bio 
skoro bezostetan. no koncept sam bro je vito prikladan životu u sve vše urbaniziranom krajoliku gdje Je 
došlo do rasta stomizacye | individualne zotacye u skladu s porastom narczma No s druge strane iz 
perspektive danasnje netokracije u razvoju. kartezjanski subjekt jednako je bizaran kao sto su uvijek bili 
subjekt Adam i Eva 


Kohezoni indwidualn: subjekt - suveren u odnosu spram tijala 1 okoliša zamjenio Je monotaistiókog 
boga kao temelja društvene metafizike, s tako 1 kao gorivo proizvodnje identiteta Paradoksalno cijeli se 
racionaistički model oslanjao na ovom divljem, empinjskom | - iz racionalisticke perspektiva - sasvim 
reurameljenom nagadanju, unatoč napomoy potrazi, mistično | neprobojno skroviste ega u tijelu nikada 
nije pronađeno a naravno da ga je bilo nužno sakriti pod svaku cijenu Kartezjanski subjak: je tako 
uzdignut, upravo zbog svoje eredišnje uloge u strukturi moći, do statusa transcendantrajućeg aksioma 
Izvan svakog propitivanja Diktaturu teologije zamijenila je diktatura znanstvana istine, unatoč tome što Je 
potonja U svojoj osnovi jednako neznanstvena ako ne i vise Ključno pitanje koje se ovdje Javlja jest pitan- 
je načina na koji ce korespondirajuca promjena bih sagledana u skladu sa tranzicyom našeg doba iz kap- 
talizma u informacionalizam Što se dešava Ispod površine u kolektrmoj podsvijesti? Kako ekološka 
promjene utječu na naš pogled na svijet a time I na naš svijet? | koje ce bit političke posljedica toga? Na 
ta ptanja možemo odgovont samo arheološkim iskapanjima po ruševinama kapitalizma 


Burzoaska demokracija bia je pnsljena ponuditi više razičitih ideologia koje su predstavljale različita poli- 
tičke stranke U redovitim razmacima biraču je ponuđeno na izbor nekoliko različitih alternativa Stranka X 
će smanjiti poreza za nekoliko postotaka, a stranka Y ća sačuvati trenutačnu razinu oporezivanje dok 
stranka Z možda ime drugačiji stav U osnovi su ipak ove ideologlje samo vanjacia jedne presudne Ideje 
Države kao jedina legitimne instance moći statzam Ideje koju (e sankcionrala metafizika kapitalizma 1 
tako stvonla humanizam Prema ovoj de}, Država utjelovljuje svetu volju naroda na Isti način kao što ja 
crkva predstavljala interese Boga na Zemlji u feudalnom dobu Do neke mjere je ideologija u mladim 
demokracijama prepoznate u pojedinoj stranci | društvenom krugu, a to je značilo da su politički izbori 
često bih pitanje kruga odnosno klasa koja će prauzeti kontrolu nad državom i zaštititi vlastita interese 
No kako je prosperitet jačao i zahvaćao različite klasa, ona su postale slične, te su, U svim bitnim aspekti- 


ma, delle iste interese niži sloj je povlašten tek toliko da ne predstavlja bitnu prijetnju, a to ja značio 
polagano odumiranje klasne borbe 


Različita ideologre su se stopile tako da ih više nje moguće raspoznati, zajednička statistička suprado- 
ologija postala je vdiiviom, a stranke su prisljene posvetrti se raspimvanju zanemanvih | smboličnih 
pssudokonfikata kako bi nastavile privlačih pažnju i kako bi prikrile činjenicu da su u osnovi sve dio 
jednog ideološkog kartela Politika je medalzrana 1 ntmizirana Kako više nema izvornih alternativa 
među kojima bi birao Narod više ne postoji keko bi manifestirao volju Naroda Preostao je samo pažljivo 
režiran kazališni komad u kojem se krdo birača pojavljuje u dijelovima u kojima nema dijaloga Ne zne- 
naduje da su birači izgubili Interes 1 u velikom broju izostal sa brrališta. S vremenom su promatrači tog 
procesa počeli govonti o smrti ideologija 


Knza demokracije je takoder kriza etatizma Interaktvnost na globalnoj razini slabi državu 1 damokraciju u 
više vidova (kao što smo detaljno proučili u Netokraciji) Rezultat toga je da sve vise pitanja izmiče $ 
državne razne a demokracija ja potkopane kaoa sa političar gamau poput nemoćnih neukih lutaka u 
rukama dobro organiziranih intarasnin skupina. Netckracya ima poteškoća pronaći razloga na osnovu 
kojih tu se uključila u ovaj zastarjeli oblik politike A konzumarijat uvijek može naći uzbudljvii oblik zabave 
u širokom rasponu jednosmjerne komunikacije medije usmjerenih prema podklasi 


Knza demokracija sknvena je za zida transcendontalnog romantizma Čim su zapadni mteresi ugroženi bilo 
gdje na kugli zemašskoj, Demokraciju izvuku | veličaju kao apsolutnu nužnost U propagandi je 
Demokracija predstavljena kao jedini zamshvi jamac i slobode | prospenteta, a jedna moguća alternativa 
se još uvjek opisuje slikom transke diktature okružene bodiikavom žicom kao da je nacionalna država 
nastala prema kapitalističkom kalupu bila, jednom zauvijek, najbolja od svih mogucnosti, a ne proizvod 
određenih povjesnih, te Kasnije. tehnoloških uvjeta No sve više ljudi primjećuje da samoveličajući market- 
mg političke klase nacionalne države i njezna tvrdoglava borbe da očuva sustav nemaju nikakav kredibilitet 


Plurarhija u razvoju još nema posebno jasne obnse Jos nije razvila političke | filozofske koncepta koji su 
JO potreom da bi domnirala političkom arenom u kojoj se krajolik mijenja vrlo brzo No to je samo pitanje 
vremena Interaktivne medyske tahnologije pogone poitéku kulturu u koj se demokracija raspada, a 
Plurarhya polako gura svoju nogu kroz od&knnuta vrate U trenutku kada geografski ocrtan prostor više 
nije relevantan, a ljudi osnivaju virtualne zajednice bez obzira na nacionalne granice buržoaska se 
demokracya ili nacionalni zakoni doimaju poput iscrpljenih pojava A kada kartezijanski subjekt | samoost- 
varujući pojedinac vise ne budu ni pavlačni ni vjerodostojna, Čovjeka će na mjestu najvišeg ideala zamljeni- 
ti Mreža Ovo ce bih posljednji čavao u ljesu humanizma i rm ćemo moci krenuti dalje 


Etemalstička misao se osniva na nesizscheansko meduign ponavianya i razike Primjenjeno na društvena 
strukture to znaci da eternaizam zagovara savršenu Mražu u obliku beskoneóne kreativne petlje kao 
samu osnovu metafizke bez koje ne može ni informacionalizam U ovom se smislu netokrat doima poput 
same peraonifikacije Nietzcheovog nadčoveka, jer on sam kreira Svoje vrijednosti u suradnji s imanentnom 
realnošću, prvenstveno kroz aktivno umrežavanje a ne pasivno zauzimanje predodrsđenog mu mjesta u 
namernutoj vnjednosnoj hijerarhiji Ciničk: nihihzam koji karaktenzira postmodemu tako će na proboju nfor- 
magonalzma zamjeniti amati ndvizam netokratskih ideala Nimalo naf postmodemistma, netokrati 
Su se jednom zauvijek pominli s raspadom projekta moderne te ga smatraju povijesnom nužnošeu a na 
promasajem Čak smatraju njegovo zaključenje savršenom pngodom da sami djeluju, umjesto da su 
ograničenu na reagranja. Sb9lo je vrjeme da netokrah provedu svoj Masih netzscheanski Versuch 


Lagrimne Ideologije kapitalizma uzdigla su se na susretu sveobuhwetnog atatizma | kolektivnih interesnih 
skupina koje su se pojavile u društvu No čak su 1 zncto antietabstiéke ideologije kao što su anarhizam 
anarhosndikaizam th otbpektmislički liberalizam morale odigrati važnu ulogu Naravno, morale su biti 
isključena iz svih oblika vlasti, no oblikovale su slikovite alamente damonologije sustava | svojom ulogom 
teatralne, ali u stvarnosti bezopasna prijetnja osnažile su podršku demokraciji | kolektvnom identitetu 
nacionalne države Činjenica je da svako društvo proizvodi demonologis upravo iz ovih razloga Kao | 
biološki organizam, iako dijalom iz drugih razloga, društvene strukture *rebaju granicu koja definira koji 
oblici tvore dio kolektiva ističući ono što isključuje. Kreiranje iscrpne definicije identiteta same struktura bilo 
d izvanredno zahtjevno u smisk vremena i resursa mnogo je ekonomičnije pozicionirati strukturu u 
odnosu prema jednom broju strateški odabranih kontrasta Ovako negativno definiran identitat vrlo ja 
otporan na napad | usporedivo neosjetljiv na kritiku zvana. Najetektivnia proizvodnja identitata tako je 
oblik parazniranja na dodatnoj vrjednosti odabranih demona, Kapitalzam je do savršenstva razvio 
demonološku metodu Hegelova djalaktička metafizika koja se sve više dome intalaktuainim zanitom ove 
paradigme čak uzdiža demonološku metodu na status objektivna istine o postojanju samom 


Zbog toga što ja statizam bio vrhovna politička ideologija kapitalizma sve vrste anhetatističkih pokreta 
dobila su vodeće uloge u demonologiji Ovi pokrsti su po svojoj definicy! antidemokratsk! društveno sub- 
veravni i teroristička pnroda No, najvažnija je to da su njihove ambicija bile sasvim nerealistióne jer su im 
prognoze izostavijale povezanost s okolnostima vladanja Unatoč tome, snažan identitet demonizranog 
statusa sutsajdera pokazao se neodoljivim izazovom mnogima 1 ništa manjem broju naivnih akademika 
koji su s mogi pnustiti poigravanje sa statusom opasnih izdajnika klase baz da su ikada bill prisiljeni iski- 
rati svoje mjesto u društvenoj hijerarhiji Demonološki Kompleks osigurao je daljnje jačanje države, srednji 
Sloj je dobio matanjal za prepričavanje uz večere u obliku vlastite skandaloznog ponašanja 


Jasan pokazatelj krize kapitalističke paradigme bio je gubitak snage statističke damonologje, demon: koji 
su nakoč bih tako strašni preneseni su u medyatziranu pop-kuttury Zahvaljujući punk kultun 1970-tih 
anarhist su postaji Još jedan Disneyev lik u nizu Anarhyu više nismo percipira kao prijetnju demokraciji 
srednje klase, ona je svedena na još jednu etiketu kojom sa modni kreatori mogu pogravati Ova 
eksploatacija demone samog sustava kratkoročno se može doimati kao njegova pobjeda, a time | dokaz 
nepobjedivosti sustava, no ona u biti razatknva oblik sporog samouništenja zbog brzog gubitka vrladnos- 
ti društveno povezujućih simbola sustava što vodi prema impiozii prozvodnje identitete Konzumirajući 
Ono Što francuski filozof Georges Bataille nazva “sveto”, ono što oblikuje samu srž i najbitniji dio svog 
vlasttog konceptualnog svijeta, kasno-kaprtalistički red predsjeda ned svojom vlastitom smrti U trenutku 
kada se odrekao sposobnosti održavanja vjerodostojne demonologye, čime je štitio svoj Identitet, kapital- 
izam je olakšao put već vitalnom informacionalamu Buržoazija je u završnu biku ušla bez oružje bez 
načina da pruži otpor 


Svo staro oružja pretvorilo se u kićasta kunozitete koje na možemo više ni spomenuti bez ronje Smrt 
Ideologia tako je postala činjenica Implozju kapitalizme potvrđuja dramatičan pad vrjednosti nacionalne 
države najvažniji koncept kreiranja identiteta s kojim paradigma raspolaže Nacionalna država nakada je 
predstavljala hibid između mita nacije - romantčne Kje ujednačene kulture izgrađena na zajedničkoma 
jeziku ı Izvonma zajedničkoj povijesti 1 zajedničkoj tradiciji - te konceptu države - legitimnog zastupnika 
kolektivnog subjekta Ova ideološka fikcije vođena je iz sasvim stvarne prijestolnice (Capital) a mi konsti- 
mo meč kapitekzam upravo u ovom temeljnom smislu Koiektivan subjekt sa sjedištem u pnrestolnici kojoj 
su podređeni tertonj koji je okružure te ostali gradovi sve keko bi se utažila njezina nezasitna potreba za 
radnom snagom | airovinama u vječnoj utrci sa drugim prjestolnicama. 


Kolektivni subjekt proizveo je ogromnu kotčinu ideologija kako bi podržao kapralistički sustav Kao što ja 
feudalni sustav trebao Vraga | njegove zlosretna izazove, tako je Nacionalna Država bila prisiljena 
prozvesti opsežnu demonološku galonu zikovaca koja je uključivala 1 unutamje 1 vanjske nepnjatelje, svo 
kako bi održala svoju funkciju njegovatelice identiteta Upravo tom ulogom Nacionalna Drzava više nije u 
stanju rukovodih u naše doba, a to postaje očito kada se potvrdi da je danes vrlo mali broj visoko mdus- 
trijakaranih nacija, ako ih uopće ima, spremno krenut: u smrt zbog nečeg teko zastarjalog kao što je 
nacionalni identitet Jedina preživjela supersia, SAD šalje kopnene snage koje se sastoje Od profesional- 
nih vojnika samo u ekstremnim srtuacijama, a nače sa u ostvarenju svojih ciljeva ograničava na 
visokotehnološko ratovanje IZ zraka vodeno iz udaljenih zvdnica 


Na gubitak svakog vomika se u domovini gleda vrlo kritički Dani klasičnog ratovanja između nacionalnih 
država su tako odbrojani Vojni sukobi budućnosti ce poprimiti oblik civilnih il geniskih ratova u okviru 
globalnog sustava. U konstrukciji mita kolekinnog subjekta megova vlastita ozbiljnost se predstavlja kao 


pnrodna 1 sudbinom određena u misuónom porjeklu ljudi o konma je meč No ova ozbijnos: je u cjelosti 
ovisna 0 snaz vanjske pretne koju se kreira z ovih ili onih razloga Tako demonciogya zauzima ključnu 
ulogu u ovom kontekstu Na isti način na kog roditelji 1 njihovo rano. bolno odsustvo stvaraju identrtet 
djeteta u Lacanovoj psihonanalzi tako je | vanjska prijetnja, stvarne ili fiktvna, poticaj identtetu društva 
više od ikakvih unutarnjih kvafteta. Mitologija koja okružuje utopijski projekt - poryekio ljudi, njihova kul- 
tura, njihova sudbina - svakako je važna komponenta, no njezina osnovna funkeya je kozmetička kamu- 
firat velku crnu rupu u središtu projekta te pnknb činjenicu da je cijela masinanja aazdane na grubom 
sustavu podjela moci i statusa. Razlog je u tome sto nih jedan subjekt, pojedinaéan ili kolektwan ne 
može preživjeti i zadrzati svoju koheziju bez stalnog jačanja demonolagye 


Ovu vezu između projekta | demonologije ne smije se razotkriti ili priznati nihov odnos se naprotiv mora 
predstavljati kao dijalektička opozicija. Tocno funkcioniranje ovog procesa možemo proučiti na primjeru nas- 
tanka relativno mladih 1 heterogenih nacija kao što su SAD | India u kojima je kolektivni subjekt o kojem gov- 
onmo pronašao svoj izvorni oblik u opoziciji kolonijalnim silama u povlačenju Kako bi mentalna dekolonijel- 
acia Sjeverne Amerike | Indije uspjela bila je nužna retroaktivna demonacra bntanskih kolonizatora 
Neprijeteljske ideologije nabolje tuni«cioriraju kao vanjski demoni ukoliko su nihovi predstavnici lako prepoz- 
natij a njihove zle namjere prepoznatljive u neobičnim 1 zastrašujućim crtama njihovih ice Zeto je sovjetski 
Židov postao fagist, dok je njemački židov pod Nacistima pretvoren u komunista Tako je rasizam postao 
kapitalstički ekvivalent feudalne vjere u vraga, te uvijek nužan sastojak svih oblika nacionalizma 


S druga strane je povezanost između nacije | države rezultirala u demonologiji izgrađenoj na vezi koz- 
monolita i antietatista, egzotičnom koktelu koji je upravo zbog svoje sgzotičnosti postao cijenjen među 
pnpadnicima zapadna akademska klase kad god Im je bilo potrebno udaljiti sa od malo građanskog 
nacionalizma koji se na prijelazu prošlog stoljeca sve više bogatio | šino Pritisak izmađu srednjeg sloja 
uključenog u poslov: svijet, čije vrjednosti su bila u skladu mitologijom nacionalne država | već eteblira- 
nog obrazovanog srednieg sloja čija su vnjednosti već počela gravitirati dalje od te iste demonologye 
nacionalne države, doveo je tjekom vramena do situacije gdje sa svaki geriski pokret u zemljoma Treceg 
svijeta moze osloniti na bar jedna utjecajna usta na svakcm europskom | sjevernoamančkom sveučilištu 


Ova igra uloga tjekom bumih dana kasnog kapitalizma rezultirala je pojavom anarhollberaine protude- 
monologje koja je, zahvaljujuci konačnoj pobjedi buržoaske demokracije nad njezinim mvalma osnovano 
na vulganzranom hegeljanskom konceptu kraja povijesti Dernonairana sigumost njihovih protivnika u pob- 
Jedu ojačala je njihov kohezvni denttet autsajdera koj su si Sami pnpisah Taj status autsajdera je ipak bio 
u potpunosti fiktivan, a to je potvrđeno u trenutku kada su snage tržišta kojemu eu se tako žestoko protivili, 
progutale salonske socsaliste, da bi se oru zabm mogi iznova pojaviti u obliku prvremeno pniagođenih 1 
pomodnih takozvanih posikolonjalnih marksista Ovaj proces je jednom zauvjak pokazao mjeru u KOjoj je 
markszam uvijek bio mtegralnim dijelom kapitalističkog sustava 1 nje nikada sadržavao nepatvorenu kritiku 
sustava koja tn bia u skladu s irazeoioškm radikalizmom njegova vlastite propagande 


S obzirom da je buržoazija bila domnantna klasa tjekom kapitalizma, bila je | soclometniski ideal prema 
Kojem su sve ostale skupine mjerene, ili su se same odmjeravala Liberalizem, njezina politička ideologije, 
izdanak je buržoaskog humanzma Teorya kraja povijesti je istinita u smislu da su sve druge ideologije s 
vremenom usvojene u burzoaski humanizam u skladu s postepenom apsomcljom cyelog društva u sred- 
nu sky Kraj povijest: 1 smrt ideologija su jedna te ista stvar No, ova teonja naravno vrjedi samo unutar 
okvira kojeg jo) određuje paradigma Kada se uslijed Informacysko-tehnoloske revolucije promijene 
temeljni kulturni 1 ekonomski uvjeti povjest će se ponovno pokrenuti Rezultat toga bit će uvjeti nužni za 
renesansu pojave idelogje 


Društvena sila prije ii kasnije nailazi na protusilu Buržoaski humanizam se tako susreo s nestajućom ali 
Ipak ne | bespomoénom feudainom strukturom moći u obliku plemstva crkve monarhije te opče reak- 
clonarne ideologije konzervativizma, postteudalnog humanizma Kao rezultat blagoslove u 
obliku tiskarskog stroja, granica pismenosti se popela do razine tvorničke hale te je proizve- 
den još jedan u nizu subjekata - radnička klasa, a time 1 još jedna ideologa socijalizam 
Odnosno preleterski humanizam To su sve prsti iste ruke Kada su njihove unutarnje razlike 
raznješene, a zahtjevi različitih interesnih skupina zadovoljeni u dugom nizu redistribucijskih 
kompromisa - stalno poravnavanje djeluje kroz svaku paradigmu u skladu s drugim 
zakonom termodinamike - tada se različite ideologije revidiraju te se vremenom stapaju na svim razinama 
osim one sasvim formalne 


Ovo je termodinamička smrt ideologija u kojoj je prestala sva izmjena energije jer vise nema razlike u tem- 
peraturi Sve što preostaje Od rasprave nakon ove žive smrti opći je oportunizam | zabava masovnih 
medija različita kvalitete oblik simulirane politike izvedba za galerje koje odjekuju u svojoj sve većoj 
praznini Nietzsche je vec krajem devetnaestog stoljeca predvidio da će demokracija s vremenom doseći 
svoju završnu fazu apatije Cinickom nihilstu koj re dijelom elte na vlasti ovo se stanje čini sretnim 
završetkom povijesti stanem koje čini enčk nihilizam pnjeko potrebnim za čitavu vječnost No afrma- 
trvnim nihiistena mlade netokracije rastuća apatia prema oblicima 1 sadržaju demokracije signalizira 
mogucnost sasvim raziotog političkog poretka jednog koji uključuje nove igrače I pravila igre To 
označava početak njihove price 


Proizvodnja Wentreta može postići stopostotnu poknvenost Kako bi izbjegli rascjepkanost kojom više 
nismo u stanju rukovoditi te kako bi stvonli kolektive koji su u stanju preziyeb u arers mema "Darven", 
nuzna je određena razina zaokruživanja ı razmjene među razićiim podskupinama Manje pojave odsut 
nosti ikakvog identiteta su neizbježne u procjepima izmedu razičitih ideoloških kompleksa ı razrada Ove 
zrakoprazne prostora su tijekom ranijeg penoda kasnog kapraizma naseljavale 1 sksploatrale ekuprne 
intelektualaca koji su se našli ili pozinonsrali s onu stranu javnih prostora kaptaizma Tako su klasne de- 
Clagye koja su siremile prema vrhu s vremenom kompiementirane raznim ekstremistčkim pokrstma Kor 
su popunjavali društveni jaz apsorbirajući preostale drustvene elemente Ovi su se pokreti sa sve većom 
agresivnošću usredotočili upravo protv interesmh skupina koje su se bonla za politički prostor | redistnbu- 
ciju ekonomskih resursa, optuživši ih da djeluju poput parazite na kolaktvnom subjektu u svou konst 


Status autsajdera je Izražan u snažnoj želji za ostvarenjem cjelovitog i sveobuhvatnog društvenog kolekti- 
ve Bez vrhovnog vodstva bez hijerarhije! To je zahtjevalo transcendentalizaciu kolakhvnog subjekta na 
visem stupnju, sam proces transcendentalizacije trebalo ia pretvont u središnje mjesto proizvodnja iden- 
titeta. Volja ljudi je morala stvori vlastitu povijest umjesto da se prepusti podč:njenosti ekonomskim sha- 
ma Pozitivne akcija u ime kolektiva je po svojoj definiciji bila moralna, a demokracija tek lažljiva buržoaska 
institucija koje predstavlja mrzak otpor razvoju Prema ovom stajalištu, ljudi su mogh ostvariti svoj utopijski 
potencijal samo ukoliko ja bio usmjeren uz pomoć bica. Utopia je bila pitanje posbgnuća 1 oskudice, a ne 
povijesna nužnost Ove vrsta teologiziranog političkog razmišljanja pokrenula je nz totalitamin ideologija u 
zrakopraznim prostorima koji su preostali nakon nekih pragmatičnjih altematva Njegujući ekstremne 
antagonizme među sobom, ovi pokreti su mogli iskonstiti oprečne demone drugih 


Ekstramzam je u Njemačkoj, Rusiji 1 središnjoj Evropi bio u prednost: jer je relativno brojan i dobro obra- 
Zovan srednji sloj ovih ndustnjskih zemalja na visokom stupnju razvoja bio onemogućen u vršenju ikakvog 
političkog utjacaja onoliko dugo koliko je bilo moguće Zbog kasnog razvoja unutar ovih zemalja, plemst- 
vo je, a ne buržoazija bilo odgovorno za industmalzacju a inkuzivna demokracija prema načelima one u 
zapadnoj Europi | Sjevernoj Americi koju su u cijelosti karakterinrali buržogsta srednja sloj | njegove vrijed- 
nosti, nije Imala velike šanse Naproty, sve je viša ljudi bilo privučeno totalitansticim i militaristčkm 
rješenjima političkih problema moć! | identiteta Namogucnost postfeudaine moci da rukovodi silama koje 
je oslobodila industryalizacya rezultirala je stvaranjem velikih tenzija koje su se, u odsutnosti vjera u 
budućnost, iskazrvale u obliku za jedan stupanj brutalnye političke paranoje 


Situaciju je dalje komplicirao kaos | očaj koji eu se proširili središnjom | istočnom Europom nakon | svjet- 
skog rata, a koje ilustriraju revolucije u Rusii 1 sporazum u Versalesu, koj se pokazao presudnim za 
Njemačku Rezuitat je grananja razvoja prema dva ekstremna pola, svaki ovisan od drugog | gatan 
drugim u demonološkoj peti; Jedan pokret ja uzdigao Narod do statusa vodećeg principa | usmjeno 
svoju mržnju prama pojedincu | svemu što bi se moglo doživjeti kao razvodnjavanja čiste esencija 
Naroda Preuzevši vlast ovaj pokret se je počeo panično boriti kako bi iskonjeno interesne skupine u Ime 
jedne romantizrana, zajednička, naclonalne de (nacizam fašizam staiprizam) Potreba za borbom pro- 
tiv unutarnjih neprijatelje Naroda u obliku neposlušnih 1 egoistiénih pojedinaca opravdale je postojanje: 
opsežnih sigurnosnih snaga koje su utjenvale strah u kosti Teror protiv vlastitih gradana nacije uskoro se 
razvio u nešto što možemo nazvati nacionakzwanom industrijom, nagstrašnija činjenica Auschwitza | guta- 
ga nye izlaganje pogledu sve ljudske okrutnosti - svi smo u dubine tekako svjesni toga kroz vlasttu 
podsvyest - vec razorne industnjska djelotvornost koju je djelotvoma jednosmjema kornunikacija bita u 
stanju proizvesti To je bilo ekstatiáno zlatno doba slijepe elektronike - radija 1 telefona 


Drug pokret je stavio Pojedinca na mjesto svog nayiSeg Weel, pojedinca koji je bio i rousseauovsko 
djete pnroda u Svoj svao prirođenoj dobroti, i duboko prosvrelljen raconalist No čak se ı ova hipenndi- 
viduallstiéka teologija bonia protiv interesnih skupina u sklopu kampanje protv svega nalik kolsktvnom 
rješenju Ovaj je hiperkartezljenski ndmdualstički romanticizam gledao na svak oblik društvenog sporazu- 
ma kao na naprinvatiyy zahtjev čim bi se pojavio pojedinac kog bi osjetio ograničenje vlastite slobode 
(anarhizam | anarholiberatzam) Buržoaska demokracija bia je samo lažan proizvođač legiamnosti repre- 
sine države No odsutnost funkcionalnog pragmatzma je činila ovaj pokret politički impotentnim on je 
uspio stvont! značajnu | često nasilnu razinu političkog nemra, na on nikada : nigdje nije posteo stalan fak- 
tor vlasti. a to Je razlog zbog kojeg je u sve većim razmacima između svojih spada, većinom okarakter- 
igran kao bezopasna akademska društvena igra nesvetovnin, kvaziradikalnih sanjara Obje su ove varyante 
ekstremističke ideologije bile od samog početka osudene na propast z jednostavnog rezioga jer sama 
zasljepljena priroda njihovih programa nije imala mogučnost povezati se sa prrodom kapitalističko para- 
digme koje je u samom svom temelju kontradiktoma, 1 rukovoditi s njom One nisu posjedovale potrebnu 
pnrođenu fleksibilnost 1 nisu bile utemeljene na imanentnoj stvarnost Njihov cilj nije bio djelovat u stvarnos- 
ti koja ih okružuje već stvonti za sebe jednu sasvim novu stvarnost One su bile teološki ostaci nestalog 
feudalnog doba Bog nije mrtav samo je mrtvo ime njegovo, a tijelo se 1 dalje nalazi u središtu ekstremiz- 
ma, u slučaju Lenjina, Staljina | japanskih generale ono to dosioves 1 jest - tako da su sve is vaname uspt 
jele samo u stvaranju velikih količine lazinvog polriékog rorranticzma : neskazrih količina patnje 


Stojmo na pragu nove paradigme koju pogoni nova, dominantna informacijska tehnologija. Rast kapral 
istickih ideologija je, u svim svojim Otnim aspektima, predvidiv kada ga promatramo u okwu 
prevladajućih uvjeta Pitanje je sto možemo u tom smislu reći o mformacionaizmu, tj koe obnse posthur 
manističkog ideološkog kompleksa već mozemo razaznati Mrtve su ideologije a ovo zaslužuje aa se 
ponovi - one koje su stvorene tijekom te pnlagodene osobitim uvjetima kaprializma Nimalo ne iznenaduje 
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činjenica da one stupaju u svoj grob ruku pod ruku s paracigmom dio koje su bile | cije interesne skupine 
su predstavljale Ovu cinjenicu ne treba uzeti kao izgovor kako bismo pomislili da ce nova paradigma biti 
oslobođena od ideologija, naprot Nove društvene sirukture zahtijevaju nove modele objašnjenja | nove 
političke ciljeve Ove ideologije ce nastat na polju koje se pojavljuje Između eternalističke misli koju 
određuje tehnologija | novih interesnih skupina koje će se vremenom oblikovati prema stratiikaciji koja ce 
također ovisiti o tehnologiji Pnznajemo, ova; dug proces djelomice prethodi proboju novih tehnologija, no 
privodi se kraju tek dugo nakon njega. (ideološki je knticizam dvadesetog stoljeca, snažno potaknut sva 
jačom medratizacyorn društva, donio valke štete humanizmu ı sugerrao oblik posthumanističke misli 


No, ova ideološki knbozam prie je bio antitebéla nego smetičk u svom odnosu prema prosvjetjenom 
recionalzmu : nye utemeljen niti u jedno od interesnin skupina izvan sve zolranyih akademskih krugova To 
Je značio da ideološki kntczam. bez obzira na svoje divno bogatstvo dea nikada nije uspio izložiti vēro- 
dostojnu ideološku altematvu To nismo mogi nit očekivati. prye pnrelaza stoljeća praktički nije bilo moguće 
steci pregled nad dosegom | posljedicama tehnoloske transformacije Poliičkoj filozofiji dvadesetog stoljeća 
neoost&jao je informacijsko-tehnološki pogled na povijest nužan za ostvarenje informacionalisti¢ke misti 


Svako je vršenje moci osim neposrednog nasilja ii pnjetnje neposrednim nasiljem ideolosko Sv koji se 
nalaze u poziciji moci moraju se moći pozvati na legiimnost koje je utemeljena na ideološkom sporazumu 
kako bi ih čuli, nače jednostavno nece mati ikakvu moc Ideološki element u obliku eksplicitnih il implet- 
ni sporazuma postaje sve vazniji kako sa svo vše odmičemo od plemenskog društva utemeljenog na 
izravnoj upotrsti nasilja te razvjamo sve složenije mreže uzajamne ovisnost! Konzskvenino Je smrt ide- 
ologia krajem dvadesetog stoljeca rezultrala | u nominalnom | u stvamom gubtku moći predstavnika 
buržoaske demokracje Idelogye su izgubile moć prvlačanja | velik broj birača je prekršio sporazum | 
okrenuo leđa politici Moc je počela migrirati 


Kako društvene mreže postaju sve složenije, moc postaje sve više apstraktna raspodijeljena | transpar- 
entna, a 10 znači da idecloska struktura koja podržava moć postale prijeka potrebna To je sve što js 
potrebno kako bi takozvana nabketa dosegla kntiénu točku sofistikacija | pozornizma [attentlonalism] kako 
bx došlo do renesanse ideologija. Zato sm idejama države slobodna od ideologija nedostaje uvjerljivosti 
Odsustvo ideologije b: zahtijevalo netko vjerodostojan povratak čistom pozitwizmu moći snaga znači 
pravo Postojeća potreba za ideologijom tako ce zasigurno bit: spunjena Budnost u obliku stručne: 
rasprave je preporucijva jer bi prikmvene kontradikcije kao što su na primjer tajni drzavni ugar! mogla biti 
razotxnvena Upravo je u trenutku pnjemljve uvodne faze mogućnost utjecanja najveća 


Tik pred pnjelazom stoljeca, kao posljedica zastoje u ideološkom razvoju energie dolazi do pojava 
izvanrednih - iako tipičnih za promjenu paradigme + raznolikih političkih peraliza 1 različitih ekstravagantnih 
teonjs zavjere vezanih uz globalizaciju temu koja proteklin godina dominira političkom filozofijom No 
političari kop inzistiraju na radu na razini nacionalna države kako bi sprovodi: moć na tradicionalan način 
štete | sebi : članovima svoje klasa. Nema zavaravanja koje ce vratiti u igru pitanja koja au postavljena 
Supranacionalnim organizacijama vezano uz sve manje bitne oblike njihovih regionalno-obajenin cere- 
morya Uostalom, tržište uvijek može samo profitirati z transparentnosti i jasnoce, a to je dodatni razlog 
zbog kojeg je globalno koordinirana patka poželjna Ideolosku nannost u ovoj raspravi možemo smatrati 
izvanrednom u društvu u kojem je rasprostranjen uvid u vrijednost askalirauce igre pogotovo kada želje- 
na politika ne donosi dobrobit niti jednoj od interesnih skupina osim relativno male skupine velikim dijelom 
Subvencloniranih poljopnvrednika u visoko industryalziranim zemljama Kada se stiče senzacija masovnih 
medija postet će jasna mudrost Lenjinovog savjeta da funkcionalnom aktvizmu uvijek mora prethaciti 
dubok Ideolo&k uad Anuglobalistički pokret se pokazuje kao kontradiktoran jer je samo još jedan primjer 
sveobuhvatne kulturne globalizacije te će se kao takav, uz proboj eternalističke ideologije, pretvonti u 
borbu za poktičku globalzacsu, ostvarenje globalne države i principa jedan čovjek jedan glas na globalnoj 
raam Samo ong političke sustav koji je zasnovan na pnmjeni ovog principa ima kapacitet uravnotežiti 
posljedice skonomske globaizacye | trasta na kojem jedan dolar znači jedan glas 


Činjenica da se akademici ulaguru poličanma, koji se onda utaguju tržištu, ukazuje da je nužna ravnoteža 
između razičitih polova unutar kapitalističke tropolne struktura moći izgubljena, a to postaje ! razlog | 
posljedica promjene paradigme koje je u tijeku Nemamo razloga očekivati Izbavljenje u obliku novih 
načina razmišljanja koji bi nastali ne tradicionalnim izvonme, bilo od strane akademike bilo od strane poll- 
tičara, je oni moraju štititi svoje stare povlastice, dok su akten tržišta sasvim zaokupljeni održavanjem vrl- 
jednosti donica njihovih poduzeća. Panika koja je ponegdje vidljiva mozda ima uzrok u meglovtom 
shvaćanju da je ono što je pomalo tnjumfalno nazvano krajem povijesti upravo kraj jedne odredene povi- 
Jesti, povjesti ere buržoaske moći 


Posljedica toga je oblikovanje zrakopraznog prostora kog mora biti ispunjen, rastuće potrebe za Ispunjen- 
Jem, sve očajmje potrebe za jasno formuiranom polikčkom filozofijom Proizvodnja identiteta će uistinu 
pods kada se uspostave nove interesne skupine, a etemakstičko razmišljanje obo pogled na svijet koji 
Je Još uvijek u svojoj inicijalnoj fazi razvoja O pojedinim uvjetima se u ovom kontekstu još uvijek moze 
raspravljeti Modricirane vanjecye starih procesa misljenja jednostavna neće više biti djelotvorna jer su 
izmještsne iz okvira zastarjelog svjetonazora Ne, potrebno je vratiti se temelima preokrenuti svak] 
kamen prestati svaki aspekt našeg mišljenja. Potrebna je | nova ontologje sasvim now nečin mišljenja 
vjerodostojan pod kritičkim pogledom očiju aktera informacionalizma 
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The concapt of a worldview encompasses much 
mors than just a more or less correct understand- 
ang or the current state of society It also encom- 
passes a partly unconscious and often disjointed, 
but nevertheless identiable, idea of history and ris 
driving forces Because our world Is what we have 
agreed to say that it is, a new pattern of definition 
1mplies an entirely new world Old axioms are sud- 
denly shown, from the perspective ot the new 
paradigm, 10 be xisologica! constructions typical 
of the period This rs therefore not a question of 
altenng one or two episodes in hestory in the light 
of a few new facts, but of re-evaluating the foun- 
datons ot history itself Wa are wnting a new 
metahistory 


With a different history, the world becomes a df- 
Terent world As a result, the current paradigm 
shiit irom capitalism to informationalsm s inextni- 
cably linked to a dramatic change in our under- 
Standing of the past The ovemding idea of cap- 
talism, ot history sean in purely economic terms - 
with Karl Marx as its foremost exponent - which 
15, in tum, founded upon the idea that social 
development is ultimately determined by maternal 
producbon, has slowly but surely been unger- 
mined One contributing factor is that the tran- 
scendentalisation ot history essential to this vaw- 
point which Marx Inherted from Hegel, has, piece 
by prece, been destroyed by the perspectivism 
that developed dunng the twentieth century A 
new mainx of interpretation has begun to appear 
over the shapeless mass of information, which will 
navs revolutionary consequences 


The most significant change in our view of the 
past is becoming apparent as the most central 
fundarnent ot capitalism and the staring point for 
tts entre view of humanity - the indivisible and 
ongnal ndmdual - +s dismantied and replaced by 
endless causality chains and feedback loops Our 
view of the human body is changing, Is being de- 
Indivdualised, and Is becoming one variable 
among others in the endlessly complex equetans 
ot history Changes in our genetic make-up heve 
been negligible throughout the short history of 
humanity, particularly in compenson with techno- 
logical developments The increasing complexity 
of society 19, thus, not a result of human beings 
becoming gradually mors inteligent, but should 
be seen as a result of our environment having 
become more intelligent From sn inforrrationalist 
perspective, the drng force of history ss therefore 
neither genetic nor ideological, nor in any way 
Spintual' Socia! development is instead ultimately 
a question ot communicaton, and therefore of 
information tachnology 


Power is ultimately always sociometne rather than 
econome - it has only been economic dunng the 
capnatst epoch, while monetary economics have 
been the driving force, because power has. 

assumed the character of an economic sociome- 


try - which means that matenal production is only 
of a secondary nature 


Circumstances deal a hand ot cards which must 
be played as s«ffully as possible How we play 
them gradually affects circumstances, but seldom 
in the way, or to the axtent that we ourselves 
intend The factors which make up the current 
technological complex form the basic precondi 
tions for the distnbution of power status end 
identity Each change means that soma people 
gain at the expense ot others This might suggest 
that history 1s an endless zero-sum game but 
because newly gained information is constantly 
being superimposed upon earlisr-won Information, 
there is a pattern, a direction towerds an sver 
greater degree of social and technological com- 
plexity, making increasingly sophisticated non- 
zero-sum games possible 


The values of intormationalist society must. f they 
ere to endure appear to be oredibis even against 
a widespread and profound awareness that they 
have no basis In traditonal mstaphysics God real- 
ly is dead, and netura can no longar function as 
eny sort or moral authority or as a guarantor of any 
nghts at all inforrnatonalism s new values must 
satisfy a longing for genuine understanding of the 
conditions ot existence and not primarily be sub- 
ordinate to the self-nterest and wishful thinking of 
those in power In an age characterised by mass 
interactivity, power will hava to make sacrifices in 
the short term in order to protect its long-term 
credipety This means that the escapist utopranism 
that has formed the basis of capitalism's étatistic 
supradeology must be replaced by a radical preg- 
atiam in the exercise of power 


The histonans of Informational society are pnmaniy 
interested in technology and rts interaction with 
other social factors We use the word technology 
instead of technique consciously the latter can 
retain its onginal Anclent Greek meaning relating 
to crafts and building construction Technique rep- 
resents humanity s various methods ot using 
mechanica! instruments to extend and refine our 
own bodies end ther functons Technique there- 
fore represents a machine of some sort - whereas 
technology is a philosophical and sociological 
concept for the structurss created by large clus- 
ters ot functioning techniques and above all for 
the muttriaceted relations between these clusters 
end mankind By this definition technology In 
general, and information technology in particular 
18 what most protoundly charactenses a soclety 
and which ultimately determines how power is 
distributed and identity produced 


What history indisputably shows is that truly revo 
lubonary technological innovetions - the mschani 
cal clock the pnnting press, and so on - nave 
their own, innate agendas which ars generally 
very different to what thsir creators imagined or 
hoped A technology with this degree of power 
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cannot be controlled to any senous extent It is 
not che case as naive ophmisis clam, that these 
clusters of techniques are neuiral tools whose 
use is determined by human bengs 


Technology, to use Ne? Postman s terminology, 
Plays out AS own hand, it determines the framework 
of what can be done and thought. In so far as we 
can speak of free wil at al it s stnctly limited by the 
gven Technological frame A goldfish can choose to 
swim to the right or the left of a stone, but rt cannot 
swim outside its bow! This is not to suggest that t 
does not matter whether it swims to the aght or the 
left ofthe stone. But pretending that the glass bow! 
does not exist is hardly productive. 


If it really is technology that determines the divi- 
sion of power and identity production, then this 
claarly has crucia! consequences tor our vew of 
history It means, for instance, that it s not the. 
events which are tradmonašy identified as the 
great revolubons in history that are truly revolu- 
tonary The French Revolution of the 1790s, to 
take one example, must naturally be granted € 
certain degree ot significance - not meraly sym- 
bolicalty but also for practical reasons - but its 
repercussions ere entirely played out within the 
frame of pnnting-press technology, without which 
both the revolution salt, and its driving Impetus 
of Enlightenment philosophy, as well as nersased 
prosperity and the industnalisaton that followed it, 
would have been unthinkable Therefore the infor- 
mationaiist historian deals wrth spectacular events 
Of great symbolic significance largely in passing 
wars revolts and proclamations Instead, atten- 
tion is focussed on the abstract fields surrounding 
tha bifurcations where paradigm shifts anse, the 
often chaotic penods and circumstances in which 
one dominant information technology is phased 
Out and replaced by another 


Genuine revolution is, quite simply to be ound In 
the introduction and use of a new information 
technology whose agenda gradually suffuses the 
entre culture What were descnbed as revolutions 
dunng the capitalist epoch - more or less violent 
regime changes, with or without public executions 
- appeer n this new light as spectacular expres- 
slons of aggression, loaded with syrmbolsm, which 
In tum are merely the logical consequence of a 
preceding genuine revolubon The conditions. 
which determined the exercise of power as a con- 
sequence of a dominant technology, the pnnüng 
press were expressed both symboically and the- 
atncally, on the public stage, but the real revolution 
had already taken place long before But theatri- 
calty and symboksm were deally suited to be the 
staring pont for à romanticised ideology that was 
of vital importance for the selfimage of the capi- 
telst ara Wrtten history attached great weight to 
this sort of theatre, because it essentially support- 
ed the system and was incapable of questioning 
ihe given preconditions Both academic battles in 
universities and political conflicts m parliament 
confined themselves to symbolically loaded pseu- 
do-probiems within the frame ot one and the 


same supraideology 


The transition from feudaksm to capitalism was 
consequently not a question of any sort of ideo- 


logical breakthrough, nor a histoncally determined 
transition to a higher state of civilisational maturity 
Rather it was an ecological change that occurred 
as a result of the existence of the panting press, 
this apparently innocent innovation meant that 
humanity's whole ecosystem and lite conditions 
were transiormed Important information could 
now be spread quickly and in great volumes, 
which In tum meant that literacy became Increas- 
ingly more valuable and therefore more wide- 
spread, which in turn created a naw virtual 
world public space Even if the virtual world of 
public space in the torm of daily newspapers 
Journals and books, was a comparatively primitive. 
means of one-way communication particularly 
when compared to today s global and Immediate 
interactivity, its amval in the corndors of power 
meant that the church lost Its hold on the world- 
Mew the monarchy had to abdicate from politics, 
and the anstocracy was forced to relinquish eco- 
nome and military power 


Once tha ball had started to roll, thers was no 
stopping t a power structure which rested upon. 
hand-wntten language and a mythology thet 
revolved around a transcendental Eternity was 
forced aside by a new power structure which was 
based upon the increased spread oj information 
in the form of the first mass madla and a mythol- 
ogy that replaced Eternity with transcandental 
Progress as the purpose and meaning of exie- 
tence Theology was replaced by the worship of 
reason, in the same wey as the nobility's titles lost 
ther value when wealth became the ultimate 
gauge of social status Capitalism's great project 
of enlightenment, proud humanism with its stead- 
fast belief in the Cartesian subject, occupied the 
metaphysical realm, which had the somewhet 
paradoxical result that reason also occupied the 
place in life previously taken by unreason. When. 
the old superstitions were swept aside taith 
wouid be replaced by knowledge and science 
would provide the answers to all humanity's 
questions about the meaning of life. 


The problem in this is that science is constantly 
being revised as is its nature and, as a result 
every truth car only be regarded as provisional In 
the absence of an officially sanctioned unreason, 
the foundations upon which the values of social 
constructon rested were notonously unstable, 
which is ironic given that social theory was based 
upon nave wishful thinking about a stable and 
balanced state of normality The intact Indhadual 
the literally indivsible ego, was installed as the 
hopefully immovable rock in this unculet sea as 
the unresincted ruler of the complicated but 
rational machine that was the human body The 
subject was given the task of reaiising all of hls or 
her innate qualites and abilities in an ongoing 
struggle towards sacrosanct Progress 


A paradigm shift always bnngs with it a new use 
of languaga and a new vocabulary New phenom- 
ena require new terminology at the same time as 
old terms acquire new meanings This forms an 
integrated part of the worldview that develops in 
harmony with the matenal changes that follow the 


dominant technology and the interests represent 
ad by the new power. Words like ‘truth’ and reali 
ty. knowledge and science are imbued wrth 
new meaning and assume at least in part new 
functions This also applies ot course to the 
transition to intormationalism 


The oid meanings of the words teudalism' and 
capilalism are encapsulatec in new ones The 
terms are incorporated into the aternalistic philos- 
Ophy's sophisticated system of repetibon and dt- 
ference and assume new functons in this new 
context 


In feudal society where God was a reality lite was 
largely characterised by the constant thought of, 
and constant preparations for the heavenly king- 
dom that beckoned in the next tfe With the para- 
digm shift and industnalism, these concepts and 
idesis were reciaced by Tha Modem Project, 
which concentrated on continuous expansion and 
change for the better within the frame ot the 
nation-state society Utopla was brought down 
into the material world bul was placed always 
Out of reach In a glittaring future which couid only 
be realised by the most immanse effort on both 
the personal end the politcal plane Eternity was 
no iongar a credible concept but Progress tunc- 
tioned excellent y as a replacement, despite the 
fact thet its contours were stnkingly indisbnct in a 
way that was otherwise uncharactenstic of capi- 
talism Of course Progress could be measured, 
but it wes never possible to determine when the 
goal had definitely been reached |t was always 
shifting further ahead Which was of course 

what made it functional the fuifilment ot the 
promise had to be capable of being postponed: 
Indafintely. As a result the power-wielding class. 
could offer a reward tor obedience and diligence 
without it ever actually costing anything 


Truth and meaning were no longer bestowed 
from outside but trom within Utopia lay slumber- 
ing within the very core of the Individual, in human 
nature and It became the duty ot everyone to 
realise themselves by energetically testing their 
potential and their atiltias to the utmost to pro- 
duce the maximum possible benefit The personal 
became pojitical and ever more detalod regula- 
tions were internalised Everyone was expected 
to be the creator ot ther own happiness, and 
thair own moratty police, where Ihe one was nt- 
mately linked to the olher So to begin with, man 
was thought to have been craated In tne image ot 
God and when that was no longer sufficiently 
persuasive Man was launched as the model for 
mankind Beng a good human was “o steve to 
be the perfect Human Being, this was the ult- 
mate truth and meaning ot Ita. Everything was 
predetermined and governed by the desired out- 
come The indadual s two optiona were either to 
play along according to stret rules or to neglect 
his or her own potential and, as a result be 
rejected by the machinery of society 


This humanistic pattern ot thought was largely 
based upon and reinforced by Newtonian 
physics and a model ot the world which could 


be likened to a mechanical clock, an unchanging 


perpetual motion machine. where every cog 
moves strictly in accordance with the rules, and in 
carefully co-ordinated interplay with the other 
parts of tha machinery The role ot the human 
being in the system can be compared to that ot 
the cuckoo in 6 cuckoo-clock to comply obec 
enily with the rules and pips up at regular inter 
vals with cheery exciamations At the same time, 
wohin a capitalist system :moxicatad by progress 
and the pursut of prospenty, there was a consid 
arabiy more grandiose vision for utopian Man 
This encompassed academic knowledge ttself 
end the idea of an encyclopaedia s word whose 
Greek etymology enkyklos = cyclical + paideia = 
education, suggests an all-encompassing knowl- 
soga which forms a complete circle The ambrtion 
was to collect and combine an exhaustive 
amount of knowledge to reveal the eternal princi- 
ples that govern nature, and to create a complete 
model ot the world wrhin the brain of rational 
human beings The ideal ot traditional sclenca 
consequently torms part of the circulation system 
ot capitelist mythology Thia 18 in sharp contrast to 
ihe eternalistic science developing under nforma- 
tonalsm, the focus of which is on processes and 
creative problematics, rather than the obsession 
of capitalist science with confirmed suppositions 


In God s conspicuous absence, History itseif 
assumed a spintual dimansion it became the holy 
story of how mankind had ennobled tset and 
thereby ascended to ts nghtful place as neture s 
Supreme enginear To subjugats natura ns own 
Included was the historic duty ot mankind 
Human beings were not yet themselves but must 
use ther own power to become themselves 
History was thereby transformed into the ultimate 
Judge before which both the individual and the 
whole of society could be held accountable The 
consequence was that God did not disappear, 
but merely changed his name and returned with 
his powers inlact in the form of the Cartesian 
subject When we place this atomised ego ina 
social context we see how the bourgeols Ideal ot 
cihzenshlp takes shape sober rational and reli- 
able The Cartesien subject was therefore 6 con- 
cept whose success in the meme-Darwinian 
Argna was almost total Dut the concept was also 
extremely well suited io life in an increasingly 
urban landscape, where atomisabon and individ- 
ual isolation were steadily mcreasing in line with 
narcissism For today's developing netocracy, on 
the other hand the Cartesian subject looks at 
least as bizarre as the concepts ot Adam and Eve 
ever have 


The cohesive, Individual subject - sovereign in 
relatton to both body and environment - replaced 
the monothestic god as the fundamen of social 
metaphysics and therefore also as fuel tor denh- 
ty production The entire rationalist model rested, 
paradoxically, on this wild empirical and from a 
rational point of mew entirely untounded guess, 
despite much labonous searching, the ego s mys. 
tical and Impenetrable hiding-place within the 
body was never found, which of course t was 
essential to conceal al all costs The Cartesian 
subeci was thertore elevated precisely because 
of ts central role in the power structure to the 


status of a transcendental axiorn beyond all ques- 
tioning The dictatorship of theology was replaced 
by the dictatorship ot scientific truth despite the 
latter being fundamentally just as unscientific, if 
not more so The ralevant question that anses 
nere 1s how the corresponding change will look n 
conjunotlon wth our era's transition from capital- 
asm to informabonalism. What is going on under 
the surface, in the collective subconscious? How 
ere ecological changes affecting our worldview 
ang thereby our world? And what wil the political 
consequences be? These questions can only be 
answered by an archaeological excavation in the 
ruins of capitalism 


Bourgeois democracy had to provide a number ot 
differant ideologies, represented by different politi 
cal partes At regular intervals the votar was 
grven a choice between a number of diffarent 
eltematives Party X would lower taxas a coupia 
of percent. whereas party Y would safaguard cur- 
rent levals of taxation and party Z might have 
hed another position Basically, however, theas 
ideologies were merely variants ot one and the 
eame overriding ides of the State as the only 
jegrimale instance of power étatism, sn dea 
which was in turn sanctioned by the melaphysics 
of capitalism. humanism According to this ideo, 
the State embodied the holy will ot the people n 
the same way that the church had represented 
God s interests on Earth during the feudolistic 
era To an extent, in young democracies an Ideol- 
ogy was identifiable with a particular perty and 
&ocial group. which meant that political elections 
wera often a question of which group, or cless, 
would succeed in controlling tha state and pro- 
tect ts own interests But as prospenty increased 
and was distnbuted, the venous classes became 
more similar and shared in all important respects, 
the seme interests the lower-class was gentrified 
just enough so as not to constitute a disruptive 
threat which meant that tha class-struggle aso 
slowly expired 


The different ideologias melted together so as to 
be indistinguishabla the common ératistic. 
supraidgology became more apparent, and the 
parties were torced to devote themselves to trying 
io fuel neghglola and symbole pseudo-confileta 
as best they could in an effort to continue attract- 
ing attention and conceal the fact thet they basi- 
cally belonged to an ideological cartel Polltics 
was medlalsed and inimised. Bacause thera 
were no longer eny genuine alternatives to 
choose from, the People no longer existed to 
manitest the will of the People All that was left 
was a carefully directed piece ot theatre, with a 
great herd of voters in the non-speaking parts It 
ts hardly surpnsng thai the voters lost interest 
and stayed away from polling stations In Increas- 
ingly large numbers Eventually observars of the 
process began to speak of the death of ideolo- 
gies The cnsis ot democracy is also a crisis for 
etatism Interactivity on a global scale weakens 
both the state and democracy in several respects 
(as we examine in detail in Netocracy) As a result 
ot more and more Issues beng moved from the 


level or the state democracy ts also undermined 
when politicians appear as powerless, ignorant 
puppets in the hands of well-organised special- 
Interest groups. The natocracy has great difficulty 
finding any reason to engage in this old, exhaust- 
ed form of pottics And the consumtanat can 
easily find more trhllating entertanment in the 
immense array of one way communication media 
that is armed at the underclass 


Democracy's crisis is concealed behind a well of 
transcendental romanticism As soon as westem 
interests are threatened anywhere in the world, 
Democracy is wheeled out and extolled as an 
absolute necessity In the propaganda, 

Democracy rs presented as the only magnable 
guarantee of both freedom and prosperty, and the 
only possibis alternative is stil Gepictad as a tyran- 
Micali dictatorship surrounded by barbed wire, as if 
the national state in the capnalist mould was, once 
and for all, tha best of ail possible worlds, and not 
a product of certain histonca!, and ultimately tech- 
nological, conditions But to more and more pao- 
pie it is becoming increasingly apparent that the 
salf aggrandising marketing of the political class in 
the nation-state and its stubborn fight to preserve 
the system lack all credibility 


So far, the developing plurarchy doas not have 
any particularly clear contours It has not yet 
developed the politcal and philosophical con- 
oapts that are needed to dominate a political 
arena in which the scenery is changing rapidly 
But it is merely a question of tima Interactive 
media-technologies ara driving a politica! culture 
an which democracy is disintegrating and tha pu- 
rarchy gamng a foothold in the cracks Whan 
geographically delineated space ss no longer rela- 
vant, and when people form virtual communities 
with no regard io national boundanes, bourgeos. 
democracy and national legisiation just look like 
exhausted phenomena And when the Cartesian 
Subject and the setr-realising individual no longer 
appear io be ether desirable or credible, Man will 
be replaced by the Network as the highest Ideal 
Thie will be the last nail in humanism’s coffin. and 
we shall be able to move on 


Etemalistic thought is based upon tha 
Nietzschean interplay betwean repetition and dit- 
ference Applied to social structures, this means 
that eternalism advocates the perfect Network in 
the form of an infinite, creative loop as the very 
basis of tha metaphysics without which not even 
informatonatism can manage In this respect, the 
natocrat looks like the very personification of 
Nietzche s superman, m 50 tar as he himself cre- 
ates his values m conjunction with smmanent reali- 
ty, pnmariiy through active networking, instead of 
pessivey assummg hrs place m an enforced hier- 
archy of values The cynical nihiism which char- 
actensed postmodernsm will therefore be 
replaced at the breakthrough of informetionaiism 
by an affirmative nihilism with netocratc ideals. In 
corrrast to costmodernists, netocrats have once 
and for al! reconciled themselves to the collapse 
of the modem project and regard rt as è histoncal 
necessity rather than a fallure They even regard 
its conclusion as a perfect opportunity to ect 
themselves rather than merely reacting The time 


has come for the netocrats to carry out their own 
Neetzschean Versuch 


Capitalism s legitimate ideoingies arose in the 
meeting between all encompassing statism and 
the collectve interest groups which appeared in 
society But even pronounced anti-atetistic ideolo- 
gias, such as anarchism, anarcho-syndicalism 
and objectivist liberiarianismn had important roles 
to play Naturally they had to be excluded from all 
forms of power but they rormed pitioresque ele- 
ments In the system's demonology and strength- 
ened, as a result ot their role as theatrical but utti- 
mately harmless threats support for democracy 
and the nation-state's collective identity It is 6 
tact that every society produces a cemonology 
for this very purpose As for every biological 
organism but for partially different reasons, It IS 
essential for social structures to have a boundary 
thet defines what forms part of the collective by 
pomtng out what is excluded Creating an 
exheustve definition ot the structure s own identi- 
ty would be extremely demanding in terms of time 
and resources it is considerably more economical 
to positlon the structure in relation to a number of 
Strategically chosen contrests A negatively 
defined identity like this is also extremely resistant 
to attack and comparatively Insensitive to external 
cnticism The most effective identity production is 
therefore a form of parasitism on the selected 
demons’ attentional value Capitalism developed 
the demonological method to parfaction Hegel's 
dialectical metaphysics, which seems increasingly 
to have been the intellectual zenith of this para- 
digm even elevates tha demonological method to 
the status of an objective truth about existence 
itself 


Because étatis was the supreme political Ideol- 
ogy of capitalism, al sorts of anti-étatistic move- 
ments were granted leading roles in the 
demonology These movements were, by dafini- 
tion enti-democrabo, soclaly subverswe and ter- 
ronst in nature. But most important was the fact 
that ther ambitlons were completely unrealistic, 
because thelr prognoses lecked all connection to 
the governing circumstances Despite this the 
Strong Identity of demonised outsider status 
proved a temptation to many not least to tha 
many naive academics who could afford to play 
at being dangerous class-traitors without ever 
having to nsk their plece in the socia! hierarchy 
The demonolog;cal complex ensured that the 
state was further strengthened, and the middle- 
classes were provided with matenal, in the form 
of their own scandalous behaviour for piquant 
tales to relate at dimer-parties 


One clear indication of the crisis of the capitalist 
paradigm was that the etatistic demonology 
eventually lost ts potency the demons that had 
once been so inghtening were transformed into 
medialised pop-culture Thanks to the punk cul- 
ture of the 1970s the anarchist became yet 
another Disney character among countless oth- 
ers Anarchy was no longer perceived as a threat 
to mlddis-class democracy but was reduced to 
becoming yet another trademark for teshion 


designers to play with This explortation of the 
system's own aemons can, m the short term, be 
seen as a victory for the system by which tt 
proves Itself invincible, but in actual fact it reveals 
a form of slow suicide because the system s 
socially cohesva symbols quickly lose ther value, 
leading to the implosion of identny production By 
consuming what the French philosopher Georges 
Bataille calls the sacred that which forms the 
very core end most essential part of its own con- 
ceptual word, the late-capitalst order presided 
‘over its own demise When capitalism depaved 
itself of the capacity to maintain a credible 
demonology and thus protect rts own Identity rt 
paved the way for an already vrtal informational 
ism The bourgeosla want into the final bettla 
without any weapons, and with no chance ot 
offering resistance 


All the old weapons were now kitsch cunosities, 
incapable of mention without irony The death of 
the ideologies was therefore a fact The implosion 
of capitalism is confirmed by tha dramatic fail m 
the stock of the natlon-state the paradigm's 
most important concept cf identity creation The 
nation-state once appeored as e hybrid between 
the myth of the nailon - e romantic idea of a uni- 
form culture buit upon € common language and 
Ongins à common history and common traditions 
- and the concept of the state - the legitimate 
representative of the collecte subject This ideo- 
logical ficton was directed from a very rea! capital 
city and it le in this fundamental sanse thet we 
use the word capitalism a collective subject, with 
its base in the capital, which subordinates the 
surrounding territory and & number of other cities 
In order to feed its insatiable hunger for labour 
and raw matenals in a constant struggle with 
other competing capital cities 


As support for the capitalist system the collective 
subject craeted great masses of ideology Just as 
the feudal system needed the Devil and his 
calamitous temptations, so the Nation State waa 
forced to produce a comprehensive démonologi- 
cal rogues gallery of both internal and external 
enemies in order to mantan its own identity-fos- 
tenng function It s this central role which the 
Nation State has become incapable of managing 
in Our era which becomes apparent when we 
confirm that few, if any of the highly Industnalised 
netions are precared to go nsk death for some- 
thing as obsolete as nstlonai identity any more 
The only aurviving superpower the USA, sends in 
ground troops consisting of pratessional soldiers 
only in extreme instances. and otherwise restncts 
Itself to highly technological warfare rom the ar 
and from far-flung outposts to achieve its goals 


The loss of any soldier is now regarded critically 
by opinion back home The deys of classic war- 
fare between separate nation states are therefore 
numbered The military conticts of the future will 
take the form of civil or guerrilla wars within the 
frame of a global system In the myth-construc 
tion of the collective subject its owr gravity is 
presented as natural and ordained by fate by the 
mystical ongins of the people in question But ths 
gravity is entrely dependent upon tha patency of 


the external threat that is conjured up for better or 
worse reasons Thus the demonology occupies a 
key role in tres context In the same way that the 
parents and therr early, painful absence foster a 
child s identity in Lacarian psychoanalysis so It is 
the external threat, real or fictibous, which gives 
nae to a society s identity, rather than any intemal! 
Quales The mythology surrounding the utopian 
project - the ongins of the people, the peopie's 
Culture, the paople's fate - is admittedly also en 
Important component, but rts pnmary function is 
cosmetic io camouflage the large black hole at 
the core of the project and to conceal the tact 
that the whole apparatus is based upon a crass 
system for the division of power and status 
Because no subject, erher Individual or collective 
Can surve and retain its conesion without a Con- 
Stantly upgraded demonology 


This connection between project and demonolo- 
gy Must not be revealed or admitted, relatione 
musi instead be presenred as a dialectic opposi- 
tion. Exactly how this process funchons can be 
Studied by looking at the creation of relatively 
young and heterogeneous nations like the USA 
end Inda where the collective subject in question 
found its onginal form in opposition to the retreat- 
ing cofonial power For the menial decolorval:sa- 
tion of Noth Amenca and India to succeed a 
retroactve demonisation of the Bntish colonisers 
was required Hostile ideologies often function 
best as external demons f their representatives. 
ara sasiy recogresable, if their evil intentions can 
eiready be discerned m ther strange and inghten- 
ing facial featuras This ie why the Soviet Jew 
became a fescist, while the German Jew under 
ihe Nazis was reinvented as a communist Thus 
racism became the Caprakst equivalent or feudal- 
ism's fath in the devil, and an ever-necessary 
ingredient m all forms of nationalism 


The link between nation and state in turn resulted 
in à Gemanology built upon the connection 
between cosmopottans and anti-étatsis, an exot- 
IG cocktall which, because cf ts exotesm came 
to be chenshed within the western academic class 
whenever it wanted to distance itself from the 
pett-bourgeos nationalism that was enriching 
tset and becoming ever more widespread at the 
turn of the last century The tension between the 
middle class engaged in business, whose velues 
were in tune with the mythology of the naton- 
state, and the already established, educated md- 
die-class, whose values were starting to gravitate 
against the same nation-state'e demonology led 
In time to a situation where every guerrilla-move- 
ment in the Third World could count on having at 
feast one infivertai mcuthpiece on every 
European and North Amencan university campus 


This role-play resulted, in tum, dunng the hectic 
days of late-capitahsm, in the establishment of an 
anarcho iberal counter-demonology based upon 
the vulgansed Hegekan concept of the end of his- 
tory, thanks to the final victory of bourgeois- 
democracy over all ts nvals Their opponents’ 
demonised certainty in victory 


strengthened the cohesive identity of essentially 
self assumed ouisder status This outsider status 


was, however entirely ficiitous as was confirmed 
when the champagne socialists in question were 
entirely subsumed by the marker forces they had 
so vehemently opposed only to reappear in the 
form of 8 temporally-adjusted and fashionable so- 
called postcolonial Marxism This process made it 
clear onca and for all, how Manasm had always 
been an integrated part of the capitaist system, 
and had never entailed any genuine system-critl- 
cism to match the phraseological radicalism of its 
own propaganda 


Since the bourgeolsie was the dominant class 
during capitalism It was also the sociometnc 
idéal against which all other groups were meas- 
ured, or measured themselves Its pollticel ideolo- 
gy, liberasm was an offshoot of bourgeois 
humanism The theory of the end of history is true. 
in so far as ail other dediogies have eventually 
been subsumed into this bourgeois humanism in 
line with the gredual absorption of the whole of 
society Into the middle-class The end of history 
and the death of ideologies are one and the same 
thng But this theory, naturally Is only valid within 
the frame permitted by the paradigm When the 
"undarnental cultural and economic conditions are 
changed as a result of en informetion-technologi- 
cal revolution history will once again be in 

motion And as a resul) the necessary conditions 
for a renalssance of ideology arise 


A social force sooner or later always meets a 
counter-force Bourgeois humanism was conse- 
quently met with a dwindling but not entirely pow- 
erless feudal power structure in the form of the 
aristocrecy the church the monarchy and a gen- 
erally reactionary ideology conservetism a post- 
feudal humanism As a resuit of the blessings of 
the pnnting-press levels of Iiteracy eventually 
reaching the factory-fioor, yet another collective 
subject was produced, the working-class, and yet 
another ideology, socialism, or proletarian human- 
asm These were all fingers of the same hand 
When their internal differences had been sorted 
out and the demands of the different interest. 
groups had been met through a long line of redis- 
inbutive compromises - a continuous adjustment 
ts Carried on throughout every paradigm in accor- 
dance with the second law of thermodynemics - 
then the different ideologies are revised end even- 
tually fused together on all planes bar the purely 
formal 


This 1s the thermodynamic death of ideologies 
where all energy transference has caased 
because there are no longer any differences In 
temperature All that remains of the political 
dedate after this imng death is general oppor- 
turasm and mass medial entertainment of varying 
quality, a form of simulated politics, a perform 
ance to gallenes that echo ever smpter 
Nietzsche predicted as early as the late 1800s 
that democracy would eventually reach e final 
phase of rapidly escalating apathy For the cynical 
nihilists ot the elne in power this state appears to 
be a happy end to history a siate which thereby 
makes cynical nihilism indispensable for all eterni- 
ty But for the affimahve nihilists of the young 


netocracy the growing apathy towards the forms 
and content of democracy signal an opening for 
an entirely different political order, wrh new play 
ers and game-rules It means the beginning of 
thar story 


Identity production can never achieve 100% cov- 
erage In order to avoid unmanageable tragmen 
tation, and to create collectives capable of survw- 
ing In the Meme-Darsinien arana a certain level 
of rounding off and horse trading between drfier 
em sub-groups is necessary In the geps between 
the various ideological complexes ana classes. 
small pockets of idenutilessness inevitably appear 
These vacuums were occupied and exploted 
dunng the early period of late-capitalism by the 
groups o intel'ectuals whe had found themselves, 
or positioned themselves beyond the public. 
spaces of caotalism The increasingly top-driven 
Class-ideologies were therefore gradually compie- 
mented by various extremist Movements which 
filed the soclal gaps by absorbing the social ele- 
ments that were left over These movements 
directed their efforts with increasing aggression 
aganst tha very interest groups that were fighting 
for political space and economic redistnbution, 
and accused them of beng parastes on the col- 
lective subject for ther own ends 


Outsider status was expressed in a burning desire 
for a complete and all-encompassing social col- 
lective No leadership from above no hierarchies! 
This required that the transcendentalisstion of the 
Collective subject be drven a stege further the 
transcendentalisation process itself had to be. 
turned into the central hub of identity produchon 
The will of the people had to create its own histo- 
ry instead of resigning itself to Subordinabon to 
economic forces. Positive action in the name of 
the collective was by definition more! and democ- 
racy was merely a mendacious bourgeos institu- 
ton which represented a loathsome hindrence to 
development The people could according to this 
viewpont, only realise ts utopian potential if t was 
drven forward with the help of the whip Utopia 
was a question of achievement and pnvation, not 
of hstoncal necessity at el This theoloosed potti- 
cal thinking fostered a succession of totalitanan 
1deologes in the vacuums left behind by the more 
pragmatic alternatives By cultvating an extreme 
antagonism between themsaivas these move- 
ments could also make use of one anather as 
antithetical demons 


In Germany Russia and Central Europe extrem- 
18m was favoured by the fact that a relatively large 
end well-educeted middle-class in these late. 
developed mdustna! nations had been held back 
from exerting any political influence as long as 
possible. As a result of the delayed development 
in these nations, t was the anstocracy rather than 
the bourgeoisie which had been responsible for 
ther industnalisaton, and the prospects for an 
inclusive democracy along the ines of the 
Western European or Noth Amencan model, 
entrely charactensed by a bourgeois middle-class 
and its values, locked anything but good instead 
more and more people ware altracted by totaltar 


ian and miltanstic solubons to the political prob- 
lem of power and identity The inability of post- 
feudal power to manage the forces which indus- 
tnalisation hao released created enormous ten- 
sions which, in the absence of a belief in the 
future came to be expressed in a gradually more 
brutal political paranoia. 


The snuation was further complicated by the 
widespread chaos and desperation in Central and 
Eastem Europe after the First World War exempl- 
fied by the Russian Revolution and the Versailles 
Treaty which proved so fateful for Germany The 
Tesult was a bifurcated development towerds two 
axtrame poles. each dependent upon and 
strengthened by the other in a demonological 
loop One movement raised the People to the 
status of guiding pnncipie, and directed its hatred 
towards the Indmdual and everything that could 
be percewed as diluting the pure essence of the 
People When it cama to power this movement 
struggled frenatically to exterminate interest 
groups in the same of a single romanticised cal- 
lectivism with s single common, national agende 
(Nazism, fascism, Stalinism) A comprehenave 
and fearinducing secunty force was justified by 
tha necessity of suppressing the People s internal 
enemies in the form of disobedient and egotistical 
indmiduals This teror against the nation's own 
Citizens soon developed into what could almost 
be described as a nationalised industry the most 
faghtening thing about Auschwitz and the Gulag 
Is not ther exposure of human cruelty - ws are all 
deep down, all too well aware of that through our 
own subconsclous - but the devastating industrial 
effectivity that effecive one-way communication 
was capable of producing This was the ecstatic 
golden age of blind electronics - racios and tele- 
phones 


The other movement had the Individual as Its 
highest Idea! an individual who was either a 
Rousseaulan child of nature bubbling with innate 
goodness, or a deeply enlightened rationalist 
Even this hyper-indracualistc theology fought 
interest groups as part of its campaign against 
anything releted to a collective solution These 
hyper-Cartesian indvicualistic romantics regerded 
every torm of social agreement as an unaccept 
able demand as soon as any single person felt 
that ther freedom was resincted (anarchism and 
anarcho-liberalism) Bourgeois democracy was 
merely a fraudulent producer of Isgitimecy for a 
repressive state The absence of functional prag- 
matism however made this movement politically 
impotent it succeeded in creating a considerable 
and often violent level of political unrest but never 
became a permanent factor in power anywhere, 
which is why, between its increasingly rare out 
bursts, «t was largely charactensed as a harmless 
academic society game for unworldly quasi-radi- 
cal dreamers Both these vanants of exlremist 
ideology were doomed to fail from the outset, for 
the simple reason thet the blinkered nature of 
‘their programmes lacked any capacity to connect 
with and manage the fundamentally contredictory 
nature of the capitalist paradigm They did not 
have the innate flexibility required, and they were 
not rooted in immanent reality Ther objective was 


zat to function in the reality at hand but to creare 
an entirely new reality for themselves They were 
theological remnants of a vanished feuda! era 
God :s executed in name only while the corpse is 
actually placed at the centre of extremism, in the 
case of Lenin Stalin and the Japanese generals. 
qune literally so - and they orty succeeded in cre- 
ating vast amounts of mendacious political roman 
"icism and inexpressible amounts of suffenng 


We are standing on ths threshold of a new para- 
digm, dnven by a new dominant information 
technology The growth of capralist ideologies 
was, in all essential respects, predictabia when 
viewed in terms of the prevailing conditions Tha 
question now is what we can say in that respect 
about informationalism, how many of the con- 
tours of the post-humanist ideological complax 
can already ba idantified The ideologies which 
have died - and this deserves to be repeated 

are those which were created dunng, and adapt- 
ed to, the specific conditlons of capitalism The 
fact that they are going to thelr grave together 
with the paradigm with which they were Integrat- 
ed, and whose interest groups they represented 
Is hardly surpasing This fact is however nothing 
to take as a pretext for saying that the new para- 
digm will ba free of ideologies, but rather the 
reverse New eocial structures demand new 
explanatory models and new political goals 
These ideologies will ba created in the field whch 
arises between etemalistic thought, ultimately 
determined by technology, and the new interest 
groups which will gradually form as a result of the 
new stratfication which will also ultimately depend 
‘on technology Admittedly, this drawn-out process 
partly precedes the new technology's break- 
through, but is oniy completed tong afterwards. 


The idectogicai criticism of the twentieth century 
strongly inspired by the increasing medulisaton 
of society, inflicted severe damage on humanism 
and therefore prefigured a form of post-humanist 
thought However this ideological criticism was 
antithetical rather than synthetic in its relation to 
enlightened rationalism and t was not anchored 
in any interest group beyond increasingly isolated 
academic circles This meant that ideological cnt 
csm, despite its bnilant weelth of ideas, never 
succeeded in presenting a credible ideologrca! 
alternative This could hardly have been expected 
either before the tum of the millennium it was 
practically impossible to get an overview of the 
extent and consequences of the technological 
transformation Twentieth-century polica! philos- 
Ophy lacked the inforrnation-technological view ot 
history necessary for informabonalist thought 


All exercising of power apart from direct valence or 
the threat of direct violence is deologcal Everyone 
1n power must be able to call upon a tegrimacy that 
ts based upon an ideological agreement if they ara 
to have any hope of beng heard, otherwise they 

wil quite simply be powerless The deologeal eie- 
ment, n the form of expicit or rmpicit agreements, 
18 becoming more important the further we nove 

from a inbal society based upon the direct usa of 

violence, and the more complex networks of mutual 
dependency we develop Consequently the death 


or the deologes at the end of the tvenneth century 
resulted m both a nomna and an actual loss of 
power for the representatives of bourgeois democ- 
racy !deoiogres lost ther power of attracsion, large 
numbers of vorers broke ihe agreement and tumed 
ther backs on poliucs. Power began to migrate. 


As social networks become increasingly sophisu- 
cated power becomes more abstract, distabuted 
and transparent: which means that the deological 
Structure which supports power is becoming 
indispensable Al that is required is for the mter- 
active culture's so-called netiquette to reach the 
cuca point of sophisticauon and attenhonalism. 
where the renaissance of ideology can take off 
So all ideas about an ideologically beret state 
lack all credibiity An absance of ideology would 
require a scarcely plausible retum to pure power 
posrwsm might is nght The existing need for 
1deoogy is therefore bound to be fulfilled 
Vigilance in the form of a qualified debate is to be 
recommended because hidden contradictions, 
Ike hoden coup-attempts, would be brought irto 
the open thereby It is m the impressionable intro- 
ductory phase that the possibilities of exert ng any 
influence are at ther greatest 


Immediately before the tum or the millennium, as 
a result of the stalled ideological development of 
energy, a remarkable - albert typical of a paradigm 
Shift - variety of different sorms of political paraly- 
SIS and diverse extravagant conspracy theories 
arose around the issue of globalisation, the sub- 
Jec! which has dominated political philosophy in 
recent years However, those politicians who 
msist on performing on the naton-stale ‘evel im 
order to exercise power ir the traditional way are 
dang themselves and the members of thar class 
adissenice No amount of wishful thinking can 
restore the issues which have baen raised to 
Supranational organisations to ther increasingly 
irrelevant forms of regronally-coloured cere- 
mones Besides the market always stands to 
gan from transparency and clanty which is why a 
giotally co-ordinated policy is desirable m this 
respect as weil Ideological naivety in the debate 
could be thought to be remarkable in a society 
where insight inio the value of an escalatng non- 
zero-sum game s widespread, parbcularly when 
the politics that is being desired does not benefit 
any interest groups apart from a small group of 
heavily subsidised farmers n the highly industa- 
alised nauons Once ihe mass medial sensation 
vaue has died down, the reahsation of the wis- 
dom of Lenin's advice will grow that funchonal 
activism must always be preceded by profound 
ideoiogca! insight. The anh-globahsaton move- 
mert is revealed to be self-contradictory by being 
yet another example of al -encompassing cultural 
giocalisaton and wil tum, as eternaiistic ideology 
makes ts breakthrough into a fight for political 
globalisation, the realisation of the world state 
and the panciple of one man, one vote at the 
global level Only a politcal system based upon 
the application of this principie has the capacity 
tc balance the effects of economic globalisation 
and the market sinere one dollar equa's one vote 


The fact that academics fawn on for potticians, 


who in tum fawn on the markets, indicates that 
ihe necessary balance between the vanous poles 
in capitalism's in polar power structure has been 
lost which in turn forms one reason ror, and also 
a consequence or the ongoing paradigm shnt 
We have no reason to expect deliverance in the 
form of any new thinking from the tradmonai 
Sources ether irom academics or politicians, 
because they have their old prvileges to safe- 
guard, while the actors within the market are fully 
occupied with maintaining the value of their com- 
panies shares The panic which is visible in some 
quarters could have its ongns in a hazy realisa- 
tion that what has been somewhat triumphantly 
termed the end of history is actually just the end 
of a certain specific history, namely thet of the 
bourgeois era of power 


Consequently a vacuum ss forming, one which 
must ba filled, a growing demand for fulflment an 
increasingly desperate need for a clearly formulat- 
ed political philosophy When the new interest 
groups have established themselves and sternal- 
istic thinking has coloured the worldview which is 
stil on the drawing board, than identity produc- 
ton wil begin in eamest Certain conditions are 
negotiable in this context. Modified vanatione of 
old thought processes will not do, because they 
are only valid within the frame of an obsolete 
worldview No, t is necessery to go back to 
basics, to leave no stone untumed, to question 
every aspect of our thinking A new ontology is 
also required, an entirely new way of thought one 
which Is credibie In the entical eyes of the actors 
of informatonalism 


A 
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nastupima. govorima ı debaiama u njemačkom Bundestagu 068 carlamentaraca zastupa brače | predstava 
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Sonde Hennover 
Kolko su nive Zvuči razgovor koji so Cue «oz usmjereni 
mikrofon? Koike jo priagodavanja potrebno da sa ne b 
upaio u oći? Za 'estrva, Theatertorman Reon Protakoll u hp- 
2002 odlazi ra deset kat nebi Calroesel posjet 
uz prozor IC m se 
1a trgu etin agenta koj 
6rqo^os miješa se s giasovma, 
cuva robne kućo ekonomista promatrača neke polio 
Jske halikoptorske patroie te mjenja ulogu be?szlenog 
ledaoca u ulogu vozjera koj os gurava ragove On gleda 
na rg sledi prolaznike dobva informacije 1 na nasuprot 


VU posta) reklame "Baupunk: ol«nvà kameru koje 
«o opipsva lig 
mrs Protokol 
Sonde Hannover 


^ SUSPICIOUS coes 2 Conversation transmitted through a 

irectoral rucrophone sound? How much adjustment is 

needed a order to not attrac? attenbor? At the occasion of 
t Rimini Protokoll cimbs n June 

y ot a skyscraper 40 spectators are 


p conversahons Ths 
" xed the voices of a departm: 
an economist. and a fight controller from ia police hel cop- 
ter squadon This changes “he rove of a harmless ooserver 
To a detectrg voyeur He watches the square lolows 
passers-by guns rormation and discovers a camera on 
next to the aoverl semer” for 
checks Ihe place day 


beow 


| try to speak about reality 
Rimini Protokoll u razgovoru s 
Patriceom Blaserom 


Preveo s nemačkog Kini Miladinov 


Rimini Protokoll je krovna udruga Helgard Haug, Stefana Kaegija | Daniela Wetzela 


“Ako Disneyland postoji zato da bi ostatak svijeta samo izgledao tim realnje, onda realm Svijet 
postoji zato da bi bio msceniran - tako se, slobodno se služeci Baudrillardom, može opisati credo 
Rimini Protokolla Rimini Protokoll konspirativno je me troje pnpadnika gradske gerile, koj zele 
promijeniti svjet ber pnvremeno | najradije potajno Om knjumčare u zbilju umjetnost, a ne 
bombe, ı promatraju publiku kako promatra eksploziju ona važi kao uspjela kada se više ne može 
raspoznati tanka crta između ‘autenticnoga’ : 'manipuliranoga' " (Renate Klett, DIE ZEIT 2002) 


Patrice: U oči mi je upala jadne rečenica koje ja, čini mi #9, u skiadu s vašim radom | sma- 
tram ja karaktanstičnom. Svaćenik, kojega sta pozvali za svoju Midnight Special Agancy u 
Bruxellesu, predstavlja sa jadnom rečanicom | kaža: "i try to spaak about raaiity". Upravo, 
dekla, svećenik pokušava - polazeći od vjare - govoriti kao realnost. Točno bi tako vjero- 
jatno mogao reci | svaki od vas Odakia ta strast za pokazivanjem realnosti? 

Helgard Pozadina svecenikove rečenice ta je da je on prostor svoja crkve, koju bi mogao konstiti 
da svoje teme apstraktno prenosi svojoj zajednici, više od dvije godine posve konkretno upotre- 
bljavao tako de Je u njemu smjestio 250 ilegalnih migranata On nije samo govorio o realnosti on 
Je realnost | sesvim konkretno unio u taj prostor Naravno, možeš propovijedati ili izvoditi pred- 
stave u kojime se ističu važne | oštre misli It sgzemplarne definicije | to Je na jednoj razini konsno | 
dobro - ali na drugoj strani možeš pokušati to vezali | konkretnije za ljude | konkretnije utjecati na 
realnost, te realnost kao eksploziv unijeti u neki takav prostor 

Stefan Ovdje sjedimo u kasinu u Beču, u depandansi Burgtheatera Pogledamo i kako su ovdje 
debeli zidovi, koliko ornamenate visi na stropu, onda je 1 to, poput crkve, vrlo reprezentativan 
prostor koj! tješi jude 

Helgard obogaćuje ih 

Stefan pnkazuje ih No te se mjesta mogu upotnjebti kao neka vrsta postolje za stvan | lude 
koje nismo navikli opažati 

Patrica: | ja bih tako rekao, ali vi ne žalite tješiti, nego ja vaš interas za raainost duboko 
napovjarenje u raainost, naime da ono što se odražava kao realnost nipošto na moža biti 
sva, Kad sa u vašoj produkciji Sonda Hannover s nabodera u gradu, s dasatog kata, giada 
na grad | grad sa nudi kao scenografija, dok sa preko slušalica usmjerava pogled tako da 
sa na grad takoraći polaža još jedan drugi, akustični prostor, to što se vidi uvijek se sma- 
tra zbiljom Na početku. Ubrzo sa zatim možda na ovom th onom mjestu zamjećuja da to 
vjarojatno nija posve onako kako se misit. Dobrva se osjećaj da se tim preciznim 
vođenjem pogleda ovdje traba upozoriti na nešto što je skrivano ispod površine. U Sonde 
Hannover prije svega se promatrač nalazi u kazališnoj situaciji ı vec se zbog toga realnost 
opaža posva drukčije. 

Helgard Realnost se pnje svega zgušnjava Kad razmislite što je brutalno u situaciji predstave 
Sonde Hannover, tada je to blizina koju promatrač kroz dalekozor 1 slušanje stječe s nekim posve 
stranim prolaznikom - a da ovaj to na zna Ili kako ozbiljno | uporno mogu - na primjer u pred- 
stavi Deadline - slijedit pitanje što će biti s tim čovjekom ako umre 

Daniel Ujedno Je u Sonde Hannover jedan dio onoga što se nudi pogledu to da gleda 1 usvaja 
stanovitu realnost perspektive perspektivu koja je tehnički prelomijena ti si gore 1 gledaš dolje - 
jedna od najranijih inovacya u državi kontrole Jer gradovi su bil ograđena zidovima + nisu pružali 
samo zaštitu, nego | pregled u oba smjera, smjer ulica bio je omentiran prema promatračkim 
tornjevima Drugo tehnička dekonstrukcia je dalekozor činjenica da se možeš pnbližiti onome 
što gledaš s distance Jedno od prvih zapažanja pn radu na Sonde Hannover bilo je da pogled 
kroz dalekozor čini ljude sumnjičavima, | to ja možda jedan oblik negativnog mizanscena Način 
kako se gleda kroz dalekozor čini promatrača sumnjčavim Postoji arhitektonska distancya u 
odnosu na osobu, zbog tornja. i ona se nekako tehnicki ukida dalekozorom te se dolazi do moći 
koju pruza pogled | tada se počinje fabulirati To je perspektiva kontrolne kamere Svima je 
napokon, bilo | zabavno vinti, orti voajer, | znati da su pntom nepnmijeceni 
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Patnce: S jedne strane panopticki pogled, 
s druge to uživanje u "božanskom" pogle- 
du. čovjek Je uvijek pnzeljkivao gledati svi- 
jet odozgo, Iz ptičje perspektive Što je za 
vas toliko zanimljivo u tome da ljudima 
pogled toliko usmjeravate na zbilju? 
Stefan Vazno je 1 to da mi jedva da uopce 
radimo s glumcima Zato je u mnogima od 
naših projekata moguce da gledalac ima 
osjecaj da ono što otknva otknva sam 
Naravno, on shvaca da smo mi izabrali setting, 
Jer smo izabrali izvođače il prazor No dok glas 
usmjerava tvoj pogled na zubarsku ordinaciju 
na trecem katu na suprotnoj strani ulica, gdja 
zubar upravo operira, uvijek imaš i mogucnost 
da iza nekog drugog prozora otkrjaš nešto 
sasvim drugo 
Petrice: Za projekte koji se događaju u 
kazališnom prostoru moglo bi se također 
reći de ae radi o upućivanju na druge 
aspekte zbilje koji se izlažu Riječima Abyje 
Warburga: možda se radi o tome da se 
problje put u sknvene nznice dokumenata 
duše. Kad ae Iznenada otkrije nešto što je, 
doduše, uvijek bilo tu, no previđa se, u 
svakodnevici ostaje nepnmljećeno, | sed se 
tek čini vidljivim tim posebnim pogledom 
kojim se gleda u umjetničkoj situaciji. 
Stefan Naši izvodaci stoja na pozornici jer - 
kao nekrologican pronalazači krematonja ili 
odvjetnici - imaju nešto reci, a ne zato što ih 
na pozomcu tjera njihova glumačka karijera, 
novac ii narcizam Oni ne žele pokazati kako 
dobro nešta umiju, nego ŠTO umiju 1 znaju 
Tako gledalac uvijek zadržava slobodu da sam 
još nešta otknje na tim ljudima koji se izlazu 
pred nim 
Potnce: Pri čemu Sonde Hannover više 
predstavlje neku vrstu otvaranje, u 
Lehmannovu smislu, gdje ima 1 nepredvidi- 
vih dogeđeje. U slučeju Deadiinea, gdje se 
ne pozornicu dovode "stvarne osobe", sa 
svim problemima koje to zatim može 
stvonti, pnje se radi o nekoj vrsti mizansce- 
na, koji je do određenog stupnje neistinit, 
Ize pročelja zbilje postoje 1 druge zbilje. 
Grad se uvijek vać gledao na nov način 
pomoću tehničkih sredstava - fotografije, 
filma U trenucime ubrzavanja života, koje 
se doživjelo početkom 20. stoljece, tehnički 
slikovni mediji prolazni su svijet učinili ih 
ponovljivim Ill ga pak, kao fotografija, zam- 
rznuli, zaustavili 1 na taj način ucinili 
čitljivim. 
Halgard Obratno je, pak, u slučaju hannover- 
skog komada fascinantno bilo baš 1 to što u 
realnosti također postoje ponavljanja, da se trg 
svakodnevno inscenira sam od sebe žena 
koja ja jučar išla s vrecicom iz kupovine slijeva 
nadesno danas možda ima smedu kosu, a 
sutra ce imati valovitu plavu, ali njezina je 
uloga vrlo slično podijeljena 
Patrica No ono nepredvideno ovdje ipak 
dobiva vrlo širok okvir, dok je u Deadiineu 
korzet mnogo jače stegnut, naime za ono 
nepredvideno gotovo da ne ostaje mjesta. 
Stefan | tu ipak ima 1 neproračunjvih faktora 
Ekspenmentalni raspored na pozornici za 


gledaoca još ima neku otvorenost koja bi se s 
glumcima teško mogla razviti Publika prvo vidi 
4 6 biografija Na pnmjer, zašto su razvili taj 
odnos prema smrti, to je još uvijek prilično pod 
upitnikom 

Daniel To se kazalište može opisati 1 kao crna 
kutija (i ona koja zapisuje kretanja aviona u 
letu) Crna kurija je našto u što se nešto stavi t 
Iz čega nešto izađa all što se unutra događa 
kako dolazi do outputa, to ne znaš Jednako 
tako i mi stavljamo u takav komad stvari koje 
po protokolarnim pravilima razvijamo zajedno s 
drugima No ne radi se o tome da se definira 
output nama je stalo do protokola koji je 
propis (kako se očekuje od država da komuni- 
ciraju) : zapis (što su govorili pradsjednici) Kad 
ras sudionici na probama pitaju što bl blia 
poruka komada najčešća Ih namjerno glupo 
promatramo | dugo ništa na kažemo Ili kaže- 
mo da će to ostati otvorano U tom je smislu 
crna kutija stanje koje čini produktivnorn kaza- 
hiénu konstelaciju gledalište | pozornice pro- 
tokolreju se! progremiraju linije prepletanja al 
ne output Svi ti ljudi dolaze sa svojim vlastitim 
tekstovima 

Petnce Tu se, dakle, ljudi + uprevo s 
obzirom ne njihov tekat - vrlo jako uključuju 
u proizvodni proces, time što zapravo 
pripovijedaju svoje laži. Za mene je tu veze 
s projektom kao što je Sonde Hennover, 
name u tome što sa kroz pripovijedanje 
očito pokazuje više nego ono što vl sami 
možete zemialiti. Dakle, 1 bez vašeg htljen- 
je, pokazuje se nešto - analogno 
Hennoveru, gdje se kod prolaznika pokazu- 
io što vi Izmišljete kao 

. Više ste tragaéi - možda 
nalaznicl - | to potom nekako spajate. Kako 
se te osobe mogu dovesti ne pozornicu, e 
de ne počnu glumiti? Kako funkcionira tej 
proces transformecije zbilje, ih čestice real- 
nosti, na pozornici, e de ee ne promijeni 
previše? 

Daniel Jedna je paralela između Sonde. 
Hannover : Deadinsa to što situacija vrlo 
snažno myanja promatrani objekt all ne sup- 
siancyaino To bi vjarojatno rekli i fizičan, mače 
bi njihovi pokusi bill samo autoreterencijalni 
Kad sa s nakom od tih pet osoba posve pri- 
vatno popneš na pozornicu - što je tehnički 
izvedivo jer nema gledalaca jer je uključeno 
radno svjetlo jer još nija proba | već ste se 
prije sreli - tada uopće nije prisutno mnogo od 
onog prijetećeg grća da se treba ponašati 
kako odgovara pozornici. u tehničkom smislu 
Na tim se daskama zasta može biti posve 
"normalan" No zatm kad gledaoci već uđu, ilr 
već sa znakom za probu, kad se uključe svjet- 
la nastaje ta; problem samopredstavljanja 

Kao kad sjediš pred kamerom | ona te portrati- 
rate prmujetis odjednom viša nisi kao pnje 
dvije minute, jer iza ta crne naprave sad 
skakuće taj fotograf Počinješ sa još jednom 
pronalaziti ! taj lagani pomak ne postoji samo 
na pozomici, nego + u pogledu promatrača u 
Sonde Hannover - samo što u tom slučaju 
aktera na ulici to mnogo manje pogađa on o 
tome ništa ne zna + ti, kao onaj tko promatra, 


mnogo se viša suočavas s time da time sto 
gledaš mijenjaš ono sto se dolje događa 
Patnce: Dakle postoji 1 neki pomak kad se 
igra samoga sebe? 

Daniel Da postoji ta transformacija 

Helgard jer supomislaš gledaoca 

Daniel. -publika je mega-kamara s mnogo 
OČIJU 

Patnce: Nije h isto govonm li o sebi jednos- 
tavno ovako ili kad to činim na pozornici? 
Helgard 1 Daniel To nije isto 

Patrice: Što to govori o kazalištu? 

Daniel. Mi smo za produkciju Zeugen! radili ! s 
glumcima Oni su na probama trebali same 
Izvještavati istraživali su, pratili kaznene pro- 
cese, stupali na pozornicu | htjeli reci što su 
vicijeli i dozivjali Ludo je to što ti judi, koji su 
usvojili tehnike glume više nisu u stanju tako 
djelovati na pozornici da im imalo mozes 
vjarovati ono što kažu! Odmah misliš da je to 
knjizevnost! | njih to muči Misliš da je to 
Klaistov tekst Primystil su da bl tada prvo 
morah nešto poduzati protiv svega što su 
vježbali | utoliko vec vjarujam da ja ono što 
sada jedan gradonačelnik kao Hans-Dieter 
ligner kaže o sebi u Deadline mnogo bliža 
tome, da to "ja", kojim se on obraća, zapravo 
ipak smatraš njegovim, drukčija nego kod 
glumca To ja za nas je jače od drugih kaza- 
lisnih fikcija i za mene kazalšnija Ako naši 
akten vec imaju kažališno iskustvo pnja je 
nedostatak Mi organiziramo komade tako da 
oni mogu što više ostati "onl sami" bez pot- 
Puna isknvijenosti mediam. Inača oismo pros- 
tor dall lacima & na stručnjacima 

Heigard Da bismo opisali svoj način rada. mi 
često kažemo "zamislite neki dokumentarni 
film —", 1 tada svi kažu "Aha" - " ~al ne za 
platno, nego za pozornicu" A to je naravno 
apsurdno jar u slučaju dokumentarnog filma 
zamišljamo neki tim koji se drži posve u poza: 
dini ı gotovo naopazice crpi iz raalnosti da bi 
zatim s tima požuno u studio | sve skratio na 
nekoliko minute Mi nakon "crpljenja" to zajed 
no s dotičnima moramo dovasti u formu koja 
se moža ponavljati, no koja što manje gubi od 
svojega života Ili stupnja realnosti 

Stefan Naravno ljudi na pozornici sad ne 
glume da idu oreko trga Krópcke u Hannoveru 
1da ih pritom nitko ne promatra Sve su to 
ljudi koj! u svojem vlastitom životu vec 

lzvode Oni su naka vrsta svojih vlastitih 
glasnogovornika Mi uvijek | tražimo ona oblike 
života koji Imaju stanovitu izvedbenu vrijed- 
nost sprovod, sudski proces sjednicu parta- 
manta 

Patrice Novije teorije dokumentarnog filme 
tvrde da nema razlike između dokumen- 
tarnog 1 fikclonalnog filma Postoji jedna 
pred-filmska raalnost, koje se filmski ne 
može izjednečiti, | zato je ono što se kao 
realnost posreduje medijam uvljek neka 
konstruirana realnost, bez obzira na to 
Kako autentične bila u svojoj pozi. 

Helgard Ne postoji samo naka pred filmska 
realnost, nego vjerojatno | nešto kao “pred- 
posvjedočena" realnost jer naposljetku je sve- 
jedno sjedim li s kamerom ı mikrofonom ili sa 


sa situacijom suočavam kao gledatelica 
Dakle, to da, kao s! promatran, supomišljaš 
što vid: tay koji te promatra - svejedno snima li 
se to na neki medij ili ne - to mijenja tvoje pos- 
tojanje Naravno, gledas kroz promatračeve 
OCI 1 pitaš se što on vidi 

Dane! Ja sam pnstasa Barthesova uvda da 
na određenoj točki nešto progonjeva madij. da 
te na sikama, ma kolko tehničke bile, nešto 
pogađa, nešto za što se hvataš, gdje te nešto 
takorec: teatralno douce - naki punctum Je |: 
to sada “autantično" ili na, to ja za mene sve- 
jedno Ta debata o "autantiénosti" ima zapravo 
vise od dvija štake na kojima Sepa, jer ona uvi- 
Jek iznova pokušava uciniti upotrebljivi nešto 
što je jednostavno vrlo daleko od ičega Vrlo 
$e često događa da se gledalac na nekoj tački 
Odluči da ono što se pripovijeda o našim 
takozvanim "realnim ljudima" smatra potpuno 
fikcionalmm - baš ı u Zeugen', gdja glumica 
Franziska Henschel skriveno glumi jednu “real- 
nu osobu", sudsku crtačicu Constanzu 
Schargan No istodobno postoji ı nešto što te 
priče čini zanimljivima, na kao dobro izgrađen 
zaplet, nego se u nešto u tome počinje 
vjerovati ili se nešto jednostavno želi znati 
nešto doista izaziva referencijalno zanimanja - 1 
tu je ono dokumentarno u smislu svjadoéanst- 
va, što upučuja na to kako nešto funkcionira 
na nakom drugom mjestu ili kako sa dogodilo 
Stefan U kazalištu se aktivira takav misaoni 
aparat da razmišljaš ka«o su se om zajedno 
sporazumjeli o tome da su se spremni samima 
sebi - Ili nečamu što uopća nisu oni sami - na 
ovaj način obratiti s "ja" Tu pred nama stoji 
netko s nekim "ja", za što nije plaćen kao 
giumec Kao gledalac t ovdje imaš odgov- 
omost koju nikad neces mati pred televizijskim 
ekranom Osobno ta dira kad medicinska ses- 
tra na pozornici pripovijeda da je već detaljno 
razmišljala o tome kako žali izgledat poslija 
smrti 

Patnce: No u kolikoj mjeri moram znati da 
Je one medicinska sestre de bih znao de ne 
djaluje kao izvođečica, dakle ne estetski? 
Daniel Al 

Stefan Pa to bi bilo 

Helgard Al to znači da ti 

Petnce: U kazelištu so očekuje da se pos- 
tupa estetski. Kako se to može potkopati, 
da se gledelec navede da ne čite estetski? 
Netko bi mogao reci, da, to su sjajni glumci 
koji jednostavno nastupeju s tako pot- 
punim understatementom. 

Halgard To br morali iti nevjerojatno dobn 
glumci 

Patnce: Pretpostavimo da postoje gdje bi 
tada bio pomek? Vi polazite od toga da se 
zbilja može dovesti na pozornicu, 1 da se 
kao takva | prepoznaje 

Stetan Zašto bismo trazih takve glumce kad 
imamo ljude koji nam pričaju pnéu? Od 
glumaca smo se i ucaljli zato što nas oru na bi 
doveli do takvih priča 

Hegard To nas ne udaljava od njih, nego im 
se zbog toga nikad nismo n pnbližih 

Patrice ...uopée si ne biste mogi zamisliti 
ono što doznejete od svojih izvođača 


Stefan Možda br se moglo sve istraziti zatim 
napisati komad : inscenrrati ga s glumcima - ali 
zašto bi se to činilo? 

Helgard To bi zaostajalo za ovim 

Stefan Samo zato što mašinerija glumačkih 
škola svake godine proizvede tako puno 
glumaca njima se ne mora dati posao da 
pnčaju pnče drugih ljudi, ako ti ljudi to 1 sami 
mogu 

Helgard 1 žala. Alida - pnpravnica na medi- 
cim iz Đeadinea “jednom se u razgovoru 
zbunila jer sa pitala zašto ona tim ljudima - 
koje zasljapljena reflaktonma jedva vidi - 
pnča svoju pnču? No tada je ipak našla 
razloga za to, nama da 1 ona ima nešto od 
toga da o tome javno razmišlja 

Danial Pogled koji donosiš sa sobom kad 
sjedaš u kazališta tako je formiran da vrlo 
mnogo kompanziraš svojim očekivanjima. Naš 
rad konsti madij koji je posljednjih stoljeca bio 
onjentiran na predstavljanje Kazališta je zapra- 
vo mjesto na kojemu onaj tko kaža "Ja" zapra 
vo ne misli na onu osobu koja ja sjedila u 
garderobi | zatim je nastao parformans koji je 
prvo morao odstraniti sve što ja bilo kazališno, 
kako bl ponovno došao do toga "Ja", s tom 
osobom koja tu našto čini. To ja za nas bilo 
važno 

Patnce: U Deadlineu ima | vrlo inscerirenih 
momeneta; nastup pogrebnog pjevača, 
kojega se u bečkoj verziji pri svakoj prom- 
Jeni scenografije iznova pozdravlje... To na 
primjer na neki način briše činjenicu da su 
oni oni sami ı da ne gluma .. 

Danial = to ja uvijek latentno dano | pitanja ja 
kako se s tim ophoditi Kako to učiniti upotra- 
bljvim, da bi se učinio čitlivim u kazališnom 
prostoru? To jest inscenacija! 

Stefan Pogotovo s obzirom na to da on priča 
o tome kako na sprovodima sjedne iza drugih | 
pjeva im iza leđa, kao da ja CD - u Austriji, 
gdje CD-I na sprovodima zapravo nisu 
dopušteni On dolazi iz neke vrste teatra A on 
je sam onakav pomalo smotan, nespratan tip 
zborovođe, koji se na sprovodima ponaša s 
mjerom | pyetetom da bi bio projekcijska 
površina za tugu drugih. na svoj čudan način, 
s rukom u dzapu | tužnim pogledom To je 
glumljeno' Ali većina ljudi posije predstave 
govon o smrt, a ne o glum They speak about 
reality A ne o tome how to make this reality 
Petrice Zato jučer nakon predstave | nisam 
govorio pnje svege o formalnim aspektima, 
nego, neprotiv, o smrti 1 o činjenicama koja 
vi nudite. Zalsta se pred gledaoca pruža 
zrcalo, jer nam se prikazuje naš vlastiti 
odnos prema umiranju | smrti, | pokazuja 
nam se da sa smrcu još m izdaleka nije 
gotovo, kad se sjetim tih dioksina u našem 
pepelu .. 

Dane! toga da smo mi otrovni otpad Mi se 
kazalištem služimo za nešto što ima više smis- 
la od Penthesileje broj 98 , ı iako ona možda 
ima svoje opravdanje - mi ja ne želimo raditi 
Mozda je jedna konst baš to da činimo pristu- 
pacnim nešto što se u našem svijetu života 
staino dogada a pozornica to čini začudnim 1 
zato se | gleda 


Patrice: Upravo to kazalište je semenitički 
prostor, u njemu sve postaje znekom. 
Daniel, Da, naravno drukčje ne ide 

Patnce: Ne, drukčije uopća ne ide... 

Daniel ı kada se netko na pozornici sruši 1 
doista jest pao u nesvijest Več smo više puta 
razmišljali: može li se to mjarii vremenski 
interval koji je publici potreban da bi se 
prekopčala iz kazališne zbije da im sa nešto 
pokazuje na zbilju da je taj znekovni prostor, to 
kao-da, to pokazivanje probijeno, de ja netko 
dolsta umro srušio sa pao u nesvijest ili 
slično Stafan ja nadavno opet doživio jednu 
takvu situaciju kad ja zana na pozornici pala u 
nasvljest mislim da ja rekao si, trebalo dvije 
minuta 

Stafan Na manje Trabalo je oko 15 sekundi 
da gladaoci raagiraju da se prekine film All to 
se opet izokranulo Jer je vrlo brzo stigla Inspr 
cljantica | rekla da ća vratiti novec za ulaznice 
Ito tako brzo | histerično da su naki opet mis- 
lil da je sve to bilo dio predstava 

No kazalište počinje još mnogo prije, kad 
istražujamo Denas smo ovdja u Beču za našu 
novu predstavu istraživali u OPEC-u razgovar- 
all smo s jednim glasnogovornikom o kazalištu 
njegova diplomacije + 1 međusobno smo se 
promatrali se zenimanjem | začuđeno - ne 
razumijevajući točno što jadan misli o dru- 
gome 

Patrice: Bavita se nakom vrstom osigura- 
vanja tragova koja sa zapravo jedva vidi | 
koji tek time postaju vidljivi, Na naki ih 
način u Groysovu smislu apramata u arhiv. 
Ako se kazalište promatra kao arhiv kul- 
turnih vnjadnosti, onda se našto čini 
vidljivim tak time da se retrgne iz profanog 
prostora. | doista se nakon takve vačeri 
drukčija gleda - na pnmjer na umiranje. 

Za vaše sa radova čaato inzistiralo na 
pojmu “kazališni ready-madeovi", Ono što 
Ja zanimljivo na ready-madeu jest upravo 
da se iz poznatih stvan izvleči neko drugo 
značanja Ono postoje na naki nečin 
“preoštrim" Ina primjeru fotografije 20, 
stoljeće utvrdilo se da je najstrašnije ono 
realno. Postoji jedna druge vrste pratjerena 
točnosti, Što nelskrivljenija, što noposre- 
dovanije se reeinost činile vidljivom, to 
nadrealnlje | natprirodnije | strošnija djaluje. 
| to je učinak koji zaista obuzime gladaoca 
vaših komada De mu ono što se vidi zaista 
prodire duboko pad kožu | postaje mu 
strašnim. 

Daniel U Deutschland 2 bilo ja našto poput 
ready-madea Projekt se sastojao u tome da 
se u tom slučaju govorio tekst (političara iz 
Bundestaga), od riječi do rječi- ali da je taj 
tekst | tek u tom trenutku sImultano nastajao 
na pravom mjestu u Berlinu 

Patrice. Koliko Je vramene bilo između nas- 
tanke | govorenje? 

Daniel Samo onoliko koliko Je potrebno veza- 
ma da bi propustile zvuk od Berilna do Bonna, 
nekoliko milisekundi 

Patrice: Dakle zapravo u realnom vremenu. 
Dane! Da | vidjeli su se građani Bonna, ljudi, 
biraci, kako stoje u tom provizornom parla- 


mentu | govore ono što se u tom trenutku 
govorio u Bernu To je bilo vec nekoliko 
milisekundi u prošlosti | ponavljalo se Zapravo 
Su govonii zajedno | mnogima je od tih zas 
tupnika narodnih zastupnika uspjelo 1 prestići 
svoj predložak kad je bilo jasno kako ce 
rečenica završi 

Patnce: Uz svecenikovo “I try to speak 
obout reality", u Bruxellesu se čula još 
jedna lijepa rečenica, koja bi se vrlo 
pogrešno razumljeno mogla upotnjebiti 1 za 
Deutschland 2 - simultani prevodilac koji 
kaže “my theatre excludes my own opin- 
ton”. Mani ja to divne rečenice U tom mi 
sa projektu čini zanimljivom upravo 
neposrednost - to da ljudi govore tekst koji 
viša na mogu oblikovati te tim očitija 
postaje glupost toge što ponavljeju 

Danial Točno Ta je predstava trajala onoliko 
dugo koliko se u onginalu zasjedalo od jutra u 
8.30 do četvrt do 1 u noči, | kao gledalac si 
ušao, mogao vidjeti kako to funkcionira, 1, već 
prema tome koliko je dobar bio zastupnik nar- 
odnog zastupnika, mogao si čuti ono što se 
govorilo u Barlinu gotovo 1 1, | pokazalo se da 
taj takst u Barinu svojom dužinom na dobiva, 
a pogotovo da na postaje zarumlyvi u svojoj 
dužini tme Sto ga sada govore drug! ljudi 
Radilo se o pokušaju, on Je bro atrakcija a ne 
predložak ni njegova savršena kopija 

Patnce Morate uvjenti ljude u to zašto je 
možda dobro činiti tako nešto Kako tada 
argumentirate? 

Stefan Tih dvjesto hudi, koji su u Deutschland 
2 željek kopirati političare, Cini su to zato što 
Su imali osoban odnos prema njima Il zato 
Sto oad više nisu imali tay osobni odnos, ali su 
željeti ući u njihove uloge, u njihov glas 
Patrica: U Deutschland 2 vidim još | to da 
postoji potreba da sa zastupa narodna zas- 
tupnika. To je na naki način jos logična 
Idaja, ali postoja | drugi projekti u kojima 
ljude navodite da o onome što Je za njih 
svakodnavica Izvještavaju u nekom drugom 
kontekstu. 

Helgard Prvo za njih mamo vrlo mnogo 
konkretnih pitanja Isprtujemo ih o njihovoj real- 
nosti, njihovim životima | to da se jave na naki 
natjačaj, il su ne nakom drugom putu, to u 
principu znači i to da mu pripisuju neku vryed- 
nost, da imaju osjećaj da imaju nešto spnčati 
Čak 1 šef bijetera - kojega smo dobili ovdje u 
Beču | kojega smo morali dugo moliti 1 vrlo 
dobro mu argumentirati da bi zaista stao na 
pozornicu + 1 on zna što on jest poslije 20 god- 
ina u tom poslu, on gleda na nešto iza sebe | 
to nije malo | tada im reci da sad počnjemo s 
probama 1 sastajemo se dva dana pnje premi- 
Jere, 1 da če ih gledati toliko 1 toliko ljudi. to je 
korak koji mi činimo zajedno s nima To im 
uopce ne moramo objasnjavati, nego to tada 
postaje jasno zato što ne prestajemo postavl- 
Jati pitanja ili zato što im je tada uzbudyivo 
pradstavijati sa ali sto na kraju bude ız toga? 
Stefan To je kao kad bi slikar nekoga pitao 
smija li naslikati njegov portret | ta zatim dolazi 
u njegov atelja : sjeda | naposljetku sika bude 
gotova, a portretirani bi najradije ostao sjedim 


Jer se toliko naviknuo na atelje ı time je slika 
postala suvišna 

Patnce. Matisseu je neki kritičer pngovono 
da slika koju slika neme nikakve sličnosti 
sa ženom koju bi trebele prikazivati, A 
Matisse mu je odgovorio: eli ja 1 ne slikom 
ženu, ja slikam sliku. 

Daniel To je to 

Patrice: Vi uvijek i tražite projekte - kod 
Deadiinea je to sasvim očito, o 1 
Deutschland 2 tako funkcionira - u kojime 
središnji karekter imeju aspekti Iz zbilje. 
Možemo se, narevno, složiti o tome da kul- 
tura u bitnome potječe iz rituala | de je 
Jedan od najvažnijih rituala ophodenje se 
smrcu, protjerivanje zlih duhova | slično, | 
vjerojatno je zato u Deedlineu nejbliže porl- 
jeklo u kazalištu, ono je mozde dano 
genealogyom iz umjetnosti. No s 
političerime u Deutschland 2 meio je 
složenije Ne može se reči što Je teme, 
mora se postupati "keo de” se zno što 
trebo činiti, koo da se ima recept, keo de 
$6 još posjeduje moé djalovenja. A ipok: vi 
tražite | u zbilji te kazellána potencljele, vi 
tražite gdje je sve sadržano kazalište. 
Dane! Da, i ostatke Jedno nem je otkriće 
kazališta kao stabilzetors svakodnevice na 
sudu u Kojemu je državna vlast utvrdila neki 
nered 1 simbolički uspostavlja red tako što 
nakoga osuđuje - to tada doduše nje nimalo 
smbolléno, nego prilično praktično, ali de bl 
se mogao provesti taj čin održava sa | upotre- 
bljava vrlo očit kazališni setting To ja prije 
pragmatični ostatak, truplo talog jedna stare 
Kazališne kulture koji si Je prognzao put u 
takva središte društvenog djelovanja Njime se 
uvijek služi točno ondja gdje se radi o tome da 
se zatvon nake praznina koja sa osjeća ili pne 
jeti - na pnmjer pn predstavljanju "biračke 
volje" i moči e 1 na sprovodime 

Stefan To ja bilo ono ljepo na Kunsten 
Festival des Arts, gdje smo pozvali 23 osobe 
da 5 minuta govore o tome kakvu ulogu igraju 
u svojem gradu kao scenogrefii Našli smo ne 
najčudnovatije ljude, no kod svakog smo našli 
neku točku gdje izmišlja znakove | dakla pos. 
tupa kazališno medicinska sestra koja njeguje 
bolesnike s Alzhermerom tako što svaki dan 
pjeva iste pjesme sa svojim žanama, koje se 
više ne sjećaju da su to isto pjevala već jučer 
ih prometni policajac koj ja pokazao kako 
organizira svoje davanja znakova da cijeli grad 
koji se krece na bi doživio slom 
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| try to speak about reality 


Rimini Protokoll in Interview with 
Patrice Blaser 


ans ated tom Gerran by Mema Mlado 


Rimini Protokoll is an umbrella association of Helgard Haug / Stefan Kaegi / Daniel Wetzel 


if Disneyland exists in order to make the rest of the world seem only more real, then this real 
vorid exists m order to be put on stage - this paraphrase of Baudrillard could become the credo 
of Rimini Protokoll Rimini Protokoli is the cover name for three city guernilas who want to change 
the world, at least temporaniy and preferably in secret. They smuggle art. not bombs, into reality 
and observe the audience as it watches the explosion it is considered successtul if the fine ine 
between "true" and “manipulated” can no longer be discemed " 
(Renate Klett, DIE ZEIT, 2002) 


Patrice: 1 have noticed a sentence that could apply vary well to your work The priest, 
whom you Invited in your Midnight Special Agency in Brussels sald, introducing himself 
with a smgle sentence: "I try to speak about reality” It means that precisely a priest tries 
to speak - about faith - as reality. Probably each of you could say exactly the same 
Where does this addiction to show reality come from? 

Helgard The background of the pnest's sentence 's the fact that, for more than two years he 
used his church, which he could have used to transmit his subject matter to the congregation in 
an abstract way, In a very concrete way, namely to accommodate around 250 Sans-papiers He 
not only spoke about reality, he very concretely led tha reality into that space Of course, you can 
preach or you can perform preces m which you find very important and sharp thoughts or exern- 
plary definitions. and that is at a certan level helpful! and good ~ on the other side, you can try to 
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Križeljka u boksu 
U srpnju 2000 Heug / Kaagr / Wetzel otkrivaju 26 pozornicu 
četiri dame znad 8 geama 1 pretvaraju h u vozač ce for 

+ samh sebe svoje brzne svojega strpljenja. svoja 
pnsulnost Do mrke osteju ri mjeseca Ori an s damama 
UPOZNAJ J na Irkadištrna r na vježbama pome 
domu Korak po kriak stenogrefia se priagoda 
Šaptačico sgnanera zassavcama -ejvelnije djelove ta 
Postavlja se kataput podešava se sprava za vježbanje 
Sula st ez|a Od stetnog sveria do iffa za 
napokat od slušnog eparata do oširag zavoja Probu 
za probam pralnkol tog procesa postaa oravom ‘atom 
pistom [tekšlom Sraciliva je utrka je 2vo' 
(Foto. Künstierhaus Mouton Turm) 
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f Jnly 2500 Haug Kasa / Wetzel d scaveracd four indies 
over BO lor Ine sluga end tumed them rio Formes T«pcots 
of thomsaives Ine sped thee patence and their pras- 
ence Threo months are lell rini the race. They research 
together with the fades on "acecoucses and jon Ihe memo. 
ry training al the hom senor cteens Slap by slog 1^ 
"heate set Is acaptec to the topo A promoter signals the 
most mportani [ex ssetions with race flags A ca; LJ 
Grawn a home tralner adjusted en exolosion suited 
From the starting «gos to Ihe ster ift from hoo ng art do 
halrola bond Rehearsal by rehearsal ihe protocol of this 
process becomas tha actua race giesa + and a text Tho 
play 16 the race is Ife 

[Photo KU istlerhaus Mousonturm) 


link the items to people and act upon the reali 
iy in a more concrete way and mroduce reali 
ty as dynamite into such a space 

Stefan We are sitting here in the Kasino, a 
branch of Burgtheater in Vienna Ir one looks 
how thick the walls are here, how many orna- 
ments hang from the ceiling then we can see 
that itis just lika a church a highly represen- 
tativa space, which comforts people 

Heigard . ennches them 

Stefan reproduces them But these spaces 
can also be used as a sort of plinth for things 
and people that ona is no longer accustorned 
to perceive 

Petrice: That's my Impression, too, but you 
don't want to give comfort, your interest in 
reelity lee in the deep mistrust you feel 
ebout it, About the fact that all of what 
presents itself 6s reality, can not possibly 
be reel. Thet's whet you axpreseed in your 
production Sonde Hannover. If one looks at 
the city from a city-tower, from the tenth 
floor, the city presents itself to the vietor 
as a theatre set and, while the gaze is. 
guided above the earphones, this creates, 
in a Way, a second, acoustic space, one 
believes thet what one sees Is always reali- 
ty. You believe that at first. But, soon one 
notices that perhape - in one place or 
enother - not everything ts entirely as one 
thought. One gets the feeling that this pre- 
clise focussing is meant to draw ettention 
to something that has remained hidden 
below the surface. In Sonde Hannover, you 
placed the spectator in e theatncal situe- 
tion end this fact alone causes the reality 
to be perceived in a completely different 
wey. 

Helgard The reality is berg condensed and 
concentrated Considenng the brutality of the 
expenmental arrangement of Sonde-Hannover, 
It iS in fact how close you can get to a 
stranger by observing him through binoculars 
Or by listening to the conversation of a oom- 
pletely unknown passerby - without him 
knowing it Or how senously and persistently 
Can | pursue the question - for example, in 
Deadilne - what happens to this man when he 
dies? 

Daniel At the same time, in Sonde Hannover 
it belongs to the performance setting to pres- 
ent some sort of reality from a perspective and 
to assimilate it, a perspective that is technically 
altered you are above and you look down - 
one of tha very first innovations of the police 
state The cities used to be surrounded by 
walls and these walls did not merely offer pro- 
tection, but an overview in both directions. the 
postion of streets was created considenng the 
view from the observation towers The second 
technical deconstruction is the binoculars the 
fact that you can get close to what you are 
looking at from a distance One of the first 
experciences dunng our work on Sonde 
Hannover was that the gaze through the 
binoculars makes people seem suspicious 
That is perhaps a form of negative mise en 
scene It's the way you look through the 


binoculars that creates the suspiciousness 
There is an architectural distance 70 a person, 
through the tower that gets abolished 
because of the binoculars and the spectator 
becomes powerful by that gaze and begins to 
invent stones This is the perspective of the 
surveillance camera It was great fun for avery- 
bady to observe people closely to be a 
voyeur, knowing that they cannot see you 
Patrice On the one hand, there Is the 
panoptical gaze, on the other this Tun of 
having “God's” eye vlew. Man has always 
wanted to look down at the world from the 
bird's perspective, Why do you find it so 
interesting to guide the attention of people 
so much towards reality? 

Stefan An important pont is that we hardly 
aver work with actors That creates the feeling 
for tha spactator that all that he has discov- 
ered, ha has discoverad for himssif Of course, 
he notices that we have chosen the setting by 
choosing the performer or the window But 
while the voice guides your eyes towards the 
dentist s office in the third floor where at that 
moment somebody is having his tooth operat- 
ed on, you always have the possibility to diS- 
cover something totally different in another 
window 

Patrice: Regarding the projects that take 
place in theatre-spaces, one could also eoy 
thot it is all about drawing ettention to 
other espects of reality, In Aby Werburg's 
words, It is perhope about penetrating Into 
the hidden chambers of soul documents. 
By suddenly diacovenng something that 
has always been there, but remained unno- 
ticed In everyday life, end Is made visible 
only now, with the help of that special gaze 
that one hae when one observes in en ert- 
context. 

Stefan Our performers stand on the stage - in 
their function as funeral masters, lawyers or 
inventors of a crematorium - beceuse thay 
have something to say Not because they are 
dnven on the stage by their acting career, 
money or narcissism They don't want to 
show how good they are in dolng something, 
but WHAT they do and know Thus, asa 
spectator, you are always left with the freedom 
of discovering in these people something new, 
while they sprawi in front of you 

Patrice: .. which means that Sonde 
Hannover signifles rather a sort of ‘opening 
up’ - in Lehmann’s sense - where 
unforseen eurprises can happen. In 
Deadline, it's more about transferring 'real 
people’ on stage, with all the problems that 
this cen create, it becomes some sort of a 
mise en scene, whlch Is unreal to a certein 
extent, Behind the fagade of reality, there 
are other realities. The city hes again and 
again been rediscovered by means of tech- 
nical viewing - via photography and filming 
At the beginning of the twentleth century, 
one expenenced acceleration of ilfe, but 
technice! visus! media could elther make 
this evasive world repetitive - through film - 
or freeze and arrast It in photography, thus 


making it readable. 

Helgard. On the other hand it is precisely one 
of the fascinating points in the Hannover piece 
that there are repetitions in reality that the 
place stages itself avery day ell by itsalf the 
woman that passed with her shopping bag 
from left to nght yesterday, today has perhaps 
brown hair and tomorrow might be blond and 
curly, but her role is cast very similarly. 

Patrice Still, as yet the unforseen is given a 
very larga frame here while in Deadline the 
bodice of the mis en scene is tightened very 
fast 

Stefan There are ncalculable factors The 
experimental arrangement on stage has a sort 
of openness that would be difficult to achieve 
with actors The aucience first of all sees 4-6 
biographies Why they have developed this 
attitude towards death, for exampie is still 
under a large ouestion mark 

Daniel One can also descnbe this theatre as a 
blackbox (the machine that protocols flight 
movemenis) A blackbox is something in 
which you put something end then something 
comes out, but what happened inside, how 
the output was produced, that you don't 
know In the same way we put things into 
such a piece, which we develop together with 
the people according to the protocol regula- 
tions we develop with them. But it is not 
important to define the output, we care only 
about the protocol, which can be a reguletion 
(how states are supposed to communicate} or 
a record (whet the presidents were saying) tf 
the participants ask Us during the rehearsal 
what Is supposed to be the message of the 
plece, we mostly give them an intentionally 
long and stupid stare and say nothing, or we 
Say that it will remain open In this sense, the 
blackbox is a state that makes the theatre 
constellation of audience space and stage 
productive, you make e protocol and a pro- 
gramme for everything, but not for the output 
These people come with their own texts after 
all 

Patnca: In this case people are very 
strongly integratad In tha process of pro- 
duction - precieely as regards their taxt - 
since they besically tall their own lives 
There | find a link to a project like Sonda 
Hannover, namely that, through the story- 
telling of people, evidently more comes out 
than that which you alone would have been 
able to invent, So without them wanting it, 
something begins to show - analogous to 
Hanover, where more comes out with tha 
colncidence of passers-by than that which 
you as "creators" have thought of. You are 
rather some sort of seekers - perhaps find- 
ere - and then you somehow put it togeth- 
er How is it possible to bring thesa people 
on stage without them starting to aci? How 
does this transformation process of reality, 
or particles of reality, function without too 
many changas? 

Danie! A parallel between Sonde Hannover 
and Deadline Is that the experimental arrange- 
ment changes the observed object very 


Strongly. but not substantially Probably physi- 
cists would say the same, otherwise, their 
expenments would be merely self-referential 
When you step upon the stage with these five 
people, totally pnvately - which functions tech 
nically since there are no spectators, onty the 
working light is on, there Is no rehearsal yet - 
then much of that threatening tension that one 
should somehow behave as on stage, in a 
technical sense, is simply not there One can 
indeed be totally "normal" on these boards 
But then, as soon as the spectators come in 
or with the rehearsal signai, when the lights go 
on there appears this problem of self-repre- 
sentation it is like when you are sitting in front 
of a camera and having your portrait made. 
and then you suddenly notice you are not the 
same as two minutes ago, you keep changing 
while this photographer is fumbling behind 
that olack box You begin to invent yourself 
anew And this slight shift does not occur only 
on stage, but also within the gaze of the spec- 
tator in Sonde Hannover - only, In this case 
the protagonist down on the street is far, far 
less affected, he knows nothing about the 
whole thing - you, who are watching, ere far 
more confronted with the fact that you ere 
changing what is happening down there, by 
the act of watching 

Patrice: So there is a shift aiso if one plays 
onaself? 

Daniel Yes, there is this transformation 
Helgard because you think of the specta- 
tor 

Daniel the audience is a mega-camera with 
many eyes 

Patrice: Is It not the same when | speak 
about myself just lika thet end when 1 
speak about myself on stage? 

Helgard and Daniel That's not the same 
Patnce: What does it tell about theatre? 
Dane! For Zeugen! Ein Strefkammerspeel 
we've worked wiih two actors They were to 
report on themselves at the rehearsals they 
had been researching, observing processes at 
cnmna! courts, and now they stepped onto 
the stage and wanted to say what they had 
seen and experienced there What is crazy is 
thet these people, who have acquired acting 
techniques are no longer capable of behaving 
on the stage in such a way that you would 
belleve a thing of what they are saying! You 
immediately take it for literature’ And they suf- 
fer from it- You think the text comes from 
Kleist. The two of them noticed that they actu- 
ally, first of all, should work against everything 
they had learned And from that point of vew T 
do believe that those words, which a mayor 
like Hans*Dieter ligner says about himself in 
Deadline are much closer to it, since you 
already consider that the "I", which he says to 
himself, is his own, and this is not the case 
with an actor This '1" is for us the stronger 
among the theatre fictons and also the more 
iheatncal one If our protagonists already have 
theatre experience, it is rather a handicap. We 
organise the pieces in such a way that they 
can Stay ‘themselves’ as much as possible 


that they do not get completely twisted by the 
medium Otherwise rt would be lay people 
aiter all and not the experts, to whom we 
want to give space 
Helgard In orcer to describe the way we 
work, we often say "imagine It as a documen 
tary film. ' - then all the people say "aha" - 
"but on stage instead of the screen " And that 
's of course absurd, since when one thinks of 
a documentary, one imagines a team that 
remains totally m the background and almost 
imperceptibly skims ofr the reality hen rushes 
off to the studio and cuts rt down to a few 
minutes As for us after we have skimmed it 
off" together with all tna concerned, we must 
bring it into a form that can be repeated, but 
In Such e way that it loses nothing rf possible 
of its Inveliness or its degree of reality 
Stefan Ot course, these people do not pre- 
tend on stage to ba walking over the Krüpcke 
Square in Hanover with nobody looking at 
them These ere ali people that perform" In 
ther own lives They are some kind of spokes- 
men for themselves We always seek forms of 
life that have a certain performative value a 
funeral ceremony, a court process a parlia- 
ment session 
Patnce Recent theorles about documen- 
taries clelm thet there is no difference 
between a documentary and a fiction film. 
There is a pre-film reality, which cannot be 
achieved on film, Therefore, what Is trans- 
mitted through the medium es reality Is 
always e constructed reality, however 
authentic it might seem In its pose. 
Helgard There is not only a pre-fiim reality 
but also probably something like a “pre-wit- 
nessed" reality since It is eventually ail the 
same whether | sit there with a camera and a 
microphone or experience the situetion as a 
Spectator Therafore, the fact that you, when 
you are being watched, think at the same time 
what the one that watches you sees - regard- 
less whether he records it on a medium or not 
= the witness changes your being Naturally 
you gaze through the eyes of the spectator 
and you wonder what he might see 
Daniel | em a fan of the Barthesian reading 
namely that at a certain paint something 
singes through the medium, that there is 
something in images even though they are so 
technical a point where something. so to say, 
touches you theetrcally - e punctum Now, 
whether that is “authentic” or not | don't cars 
This debate on "euthenticity" actually has 
more than two crutches to limp on, since it 
always tnes to say something useful which is 
simply too far away from anything Often there 
are spectators who decide at one pont to 
consider all that they are told about our so- 
called “real people as complete fiction - pre- 
cisely in Zeugen!, where the actress Franziska 
Hensche! piays a “real person" under cover, 
the court sketcher Constanza Schargan But 
at the same time, there is something that 
makes these stones interesting, not as well- 
constructed plots, but as something that one 
begins to believe or one simply wants to 


Zeugen! 
Noma sudsko dvz/a o cez tr bra ze glodacce pice cer 
tim zidom od balustrade Ili neprobojnog steka U barin 
skom se kaznenom sudu Moabit texst zakona svakog dana 
stotinu puta nanovo interpreting prkuruje A na kraju Ipak 
rama pijeska nego kazna i OSlObađajuća presuda Za 
Zeuyon Er Svatkammerspel" (HAU Barm Hannover 
2004\ svojh ae slučajeva sjećaju odvjetnik, poromica. 

strasni slušać suoskh procesa prattelica svjedok sudska 
ertetica opruženia 1 stolar U šuds«oj ovoran "om možda. 
posljednjem prostoru bez kamara on su bi Svjedoci svje- 
doke Na pozom - nekoj vrsti mprowaranog suda sas 
tavljenog og mnogobrojnih reprozentavvnih drvnih maten 
jala om su specijalisti za prikazivanje u jednom meta-oro- 
esau U kojemu kazalšta vor proces sudu No ns govore 
svi istinu. Rimini Protokoli po prvi put onkezuje dva spec at 
Iste kroz glumce 

(Foto Thomas Aunn) 


Zeugen! 
There is no courtroom without an sudence stand m kont of 
the fourth wal. mace of bars or bule! proof glass each 
day in the cirmal court oj Moabi m Bert legal lexts ar 
Fungreds of tmes reinlerproicd end presentod anew And. 
SNI there 15 no applauso at Ine ang only sentence or 
ccpit! In "Zeugen! En Strafkammorsprel [HAL Serin 
Hanover 2004) a inwyer a lay Judge & passionate court- 
room visitor a witness artendient a court sketcher an 
accused woman and a carpanar open up ther cases 
enew In the courtroom whch is perhaps the last camera 
free space thay were witnasses to witnesses On Ine slaga 
4 «ori ol mode! ol tho cou made out of numerous recre 
soniatve woca constuction demers they are tre per- 
“armers In a meta-process in which theatre judges over the 
coun SMI nct all cf them are speaking the truth 
iPhoto Thomas Aunn 


know, one :s indeed mterested in them refer 
entally - thet s the documentary In the sense 
of e testimony, which points to something that 
functions or has happened somewhere else 
Stefan In theatre, there is a certain thinking 
mechanism which makes you think. how did 
all of them manage to agree about these peo 
pie up there being ready to say "I" in this way 
to themselves - or even to something that they 
are not themselves at all There is someone 
saying "l' on stage and he is not paid for it as 
an ector Befora him you as a spectator are 
responsible in a way that you would never be 
responsible watching TV It stnkes you person- 
ally when tha nurse on stege tells you that she 
has already considered in greet detail how she 
will look once sha ts dead 

Patrica Sut how aware must | be of tho 
fact that it is a nurse in order to know that 
sha doas not act as a performer - that is, 
aasthatically? 

Daniel But 

Stefan That would ba 

Helgard Does rt mean that you 

Patrice: In theatre, ona expects that thay 
act aesthetically How can you avoid it, 
how can you maka the spectator not read 
it aasthaticalty? Someona might say, wow, 
thase are great actors, they are doing this 
understatament thing so great. , 

Helgard But they would hava to be unbeliev- 
ably good actors 

Patrice: Let us presume thay axist: where 
would be the shift then? You etart from the 
presumption that reality can be brought 
onto tha staga and also be recognised as 
such. 

Stafan. Why should wa look for such actors 
if wa hava peopla who tall ua thar stones? 
What draws us away from actors ts tha fact 
that thay would never bnng ue across such 
atones .. 

Halgard tt does not drew us awey; it simply 
does not draw us to them 

Paince you could never think of such 
things as you get to know through your per- 
formers 

Stafan One could perhaps do a good 
research, then wnte a play and put it on stage 
with actors - but why should one do t? 
Helgard It would ba worse 

Stefan: Only because the machinery of acting 
echools produces such an amount of actors 
evary year, it does not maan thet one has to 
find jobs for all by making them tall other peo- 
ple's stones as these people can do it them- 
saves 

Heigard. . and are wiling to do t Alida - the 
apprentice in human madicine from the 
Deadline - once had a very disconcerting 
thought dunng e public debate, she asked 
herself why should she tell all these people 
whom she can hardly see, since she 1s blinded 
by spotlights, why should she tell them her 
story? But then she immediately found rea- 
sons to do tt, since t's productive for her es 
well to think about the things she seys on 
stage 


Daniel The gaza that you bring with yourself 
to tha theatre is formed in such a way that you 
compensate a lot with your attitude of expec- 
tation Our work takes advantage of a medium 
that has been relying on represantation for the 
past few centuries The theatre is truly a plece 
where the one who says `I" frankly doesn't 
mean the person who was sitting in the dress- 
ing room And than there came performance 
art which was important for us 

Patnce In Deadina there are also things that 
ere simulated and somehow ‘acted the 
graveyard singer, for example, which In the 
Vianna version receives a new welcome with 
aach change of setting thls, for example in 
& way blurs the fact that they are themselves 
and not acting 

Daniel but that ıs always covertly there and 
the question is, how do we deal with t? How 
do we use it m order to make it readabie in a 
theatre speca? It is directed end produced 
after all! 

Stafan Espacially since he tells how he 1s 
used to sitting behind the audiance at funerals 
end sings Into thair becks as if ha ware e CD 
- in Austria, where CDs are actually forbidden 
at funerals He comes from sort of a theatre 
And he is this sort of somewhet ewkward, 
clumsy chor-leader type, who behaves mod- 
erately and pously at funerals in ordar to act 
as a projection board for othar people's 
mourning He has this weird way of standing 
thara with his hand in his pocket and thst sad 
look In his eyes Itis ected! But most people 
talk aftar the pieca about death and not about 
acting They speak about reality And not 
about "how to make this reality" 

Patnca: ... that is why, after yestarday's 
performanca, | did not speak in the first 
place about tha formal aspects, but rather 
about death and about the facts that you 
present thare Ona really gets a mirror set 
before ona’s faca, since you show us our 
own way of daaling with death and tha fact 
that it [s far from being over aftar you dio - 
if Lonly think of that dioxin In our ashes.. 
Danie! of the fact that we are toxic wasta 
Wa use the theatre for something that makes 
more sense than "Penthesilea No 98", even f 
it i5 probably justified in its existence - wa do 
not want to do it Maybe it is useful to make 
something, which is constantly happening in 
the world in which wa live accessible and the 
stage makes it disconcerting and one watches 
how that happans 

Patnce: That i$ the point: the theatre Is a 
semantic space; It makes everything 
become a eign. 

Damel Yeah, sure cant be avoided 

Patrica: No, can't be avoided. 

Danie! — even then when someone falls down 
on stage and really faints We have often 
thought about thet Is it possible to measure 
the time intervel that the audience needs ta 
switch from the theatrical reality irom some- 
thing being shown to them, to the reality in 
which this spece of signs, this as-if, this show- 
ing gets broken, to the fact that someone has 


Indeed died, fallen, fainted, etc Stefan has 
experienced such a situation recently there 
was a woman fainting on stage rt tasted, | 
belleve two minutes as you estimated 

Stefan No it was less tt was fifteen seconds 
or something like that, until our film was tom, 
until the audience reacted. But then it was all 
tumed over again, since the stage manager 
Immediately jumped on the stage and said 
You will get your tickets back And she was so 
Quick and so hysterical that a part of the audi- 
ence again thought it was part of the perform- 
ance 

But theatre begins much earlier, with our 
resaarch Today we were researching for our 
new piece here in Vianna, at the OPEC we 
Interviewed tha spokesman about the theatre 
of his diplomacy - and we exchanged interest- 
ed end astonished looks - without actually 
understanding what we thought of each other 
Patrice: You practice soma sort of collect- 
Ing of traces thet are actually herdly visible 
and only become so through your ectivity, 
In a wey, you fetch it Into the archive in the 
Groysian sense If one views theatre as an 
erchive of cultura! values, then something 
can ba mede visible only by snatching it 
out of tha profane space. And indeed, one 
looks In a different way aftar euch an 
&vaning - for example, upon death. 

Your works have again and again been 
cherecterised as "theatre reody-medes" 
And the interesting thing ebout tha reedy- 
made is that it tekes femlliar things and 
squeezes another meaning out of them. 
Which ie then eomahow "too sherp". One 
has diecovered with tha photography of tho 
20s that the most euspenseful ıs the most 
real, There is a sort of overaccurecy there, 
The more unadjusted, the more unmediat- 
ed you ehow reality, the more surreal and 
supernetural and horrifying it will appear. 
And that is the effect thot regularly over- 
whelms one !n your places. It ie the fact 
that what you sea seizaa you totally and 
this gets creepy. 

Daniel in Deutschland 2, there was something 
like a ready-made Tha project consisted in 
the idea that the text (of Bundestag politicians} 
was given word by word, but only at the very 
moment simultaneously, from the original 
location m Berin 

Patnce How much time passed in between? 
Daniel Only as much as the fines needed to 
transport the tone from Berlin to Bonn t was 
counted in miliseconds - 

Patrice: Almost 'real time’. 

Daniel Yes One could then see the citizens of 
Bonn, people voters, as they stood there in 
that improvised imitation of parlament And 
they spoke out what was at that moment said 
In Berlin It was already a few milliseconds in 
the past and they repeated it Actually it 
meant speaking simultaneously And some of 
these representatives of people s reoresenta 
tives even managed to overtake ther ongina! 
speakers, since it was clear how the sentenca 
would end 


Patnce: Apart from the pnest's "I try to 
speak about reality", there was another 
nice sentence in Brussels, which one 
could, by all means misunderstandingly, 
apply to Deutschland 2 - that of the simul- 
taneous interpreter, who says: "my theatre 
exciudes my own opinion". | think it's 
excellent, It is precisely this directness that 
I find so wonderful in this project - the fact 
that people speak out a text thet they can 
no longer shape and that this mekes the 
stupidity of the words thet they repeat 
even more evident. 

Daniel Precisely this performance lasted just 
as long as the onginal session, that is, from 
830am unti quarter to one in the night, and 
you could enter as a spectator, see how it 
functions and, depending on how good the 
representatives of people's representatives. 
were, you Could even get almost 1 1 what was 
spoken in Berlin, and it tumed out that this 
text does not really win by its tength and that it 
ceases to be Interesting in its length by the 
mere fact that is spoken out by different per- 
sons What was important was the action - 
the try-out That was the attraction not the 
ongnal or its perfect copy 

Patrice: You must maka it convincing for 
people why ie it possibly right to do such a 
thing. How do you argua there? 

Stefan The two hundred peopla that wora 
willing to copy politicians in Deutschland 2 did 
so because they felt personally related to 
them Or exactly because they didn t fee! relat- 
ed to them anymore, but felt a desire to jump 
into the politicians rolas and into their voices 
Patrica: Conceming Dautschland 2, | would 
also say that there was a need to repreeant 
tha people'e representatives for a changa. 
That Is somehow logical, but there are 
other projects in which you make people 
talk about that, which is everyday life for 
them, In another context. 

Helgard In the first place, wa have many con- 
crete questions for them We ask them about 
their reality ther Ives And the fact that they 
answer to our advertisement or turn up in 
anoiher way, means that they also ascnbe cer- 
tain value to their expenences They aiso have 
the feeling that they had something to say 
Even the head cashier selling tickets, whom 
we won over here in Vienna, end whom we 
had a hard time to persuade to do it, with 
whom we really had to use strong arguments 
In order to bnng him onto the stage, he also 
knows what he is after twenty years in that 
job. since he can look back on something 

You certainly couldn't cal! that nothing And 
the next step is to say now we begin with 
rehearsals and we meet, two days belore the 
opening night, and then so and so many peo- 
ple will watch us - that is a step that we make 
together with them It is not something that we 
have to explain to them it gets transmitted 
because we do not cease to ask questions 
and because they find it exciting to imagine 
what is the actua! end result of all that? 
Stefan. That ts as if a painter asked somebody 


whether he may portray him or her and that 
person comes again and again to the studio 
and sits down and at a certain point the 
painting Is ready but the portrayed person 
would like to stay just sitting there, since he or 
she has got so used to the studio that the 
painting itself has become superfluous 
Patnce: Once a critic reproached Matisse, 
saying that the picture he was painting had 
no similanty whatsoever with the women 
that it was supposed to depict, And 
Matisse enswered the cntic, "but | am not 
painting the woman at all, | am peinting a 
picture.” 

Daniel That's it 

Petnce: You are always looking for projects 
- in Deedline it Is very evident end elso 
Deutschland 2 functions thet wey - in 
which espects of reality have e centrel role. 
Now, one could agree thet culture essen- 
tially originatea from ntuat and thet one of 
the most Important rituels is deeling with 
deeth, the expulsion of evil spirits, and thet 
1$ perhaps the reason why Deadline shows 
its orlgin from theetre, which is possibly 
given by the genealogy from ert. The politi- 
clans of Deutschland 2 ere e slightly more 
complicated case, Ona cannot say what le 
the point; ona muet act "as rf" one knaw 
what to do, ee if ona had a recipa, as If ono 
still had the power to act, And still: you 
search reality for its theatrical potential, 
that Is, for all those plecee where one can 
find theatra. 

Danie! Yes, for the remnants Wa have just 
made a discovery of a place where theatre Is o 
stabiliser for common life In court, in which 
ihe stata power has diagnosed a disorder and 
ts about to astablish order symbolically, by 
passing e sentence on someone - that Is 
admittedly no longer symbolic but rather 
pragmetic, but in order to perform this act, e 
manifest theatre setting is kept and uead That 
is rather a pragmatic remnant, a rale, a fallout 
of an old theatre culture, which has penetrated 
into such centres of social activity One alweys 
uses it precisely there where there is a need of 
closing an imaginary or threatening crack - for 
example, in the representation of the "will of 
the electorate and power, or at funerela 
Stefan That was the beautrfu! thing sbout 
Kunstan Festival des Arts, where we invited 23 
people to speak for 5 minutes about the role 
that they played in ther city as a stage We 
have come across some very bizarre people 
but we have found in every single person a 
point in which he or she invented signs and 
thus performed theatre with the Alzhemer- 
nurse it was the fact that she sang the same 
songs every day with her patients, who can 
not remember thet they sang the same ones 
as yesterday and with the traffic policeman it 
was how he organised the way in which he 
should give signals in order to prevent ine 
entire moving city from breaking down 
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Kada smo prie otprilike godnu dana Emi Hrvatin 1 ja predlozi izvedbeni projekt koji bi se bavio 
kolektnmoscu nisam mogla ni pretpostavit otpor | konfuziju koju ce rej izraz izazvati Pitali smo dvadesetak 
kazafisnih programera, kritcara 1 teoretičara sudionika evropskih mreza koje preosraviaiu radove iz polja 
ekspermentanih izvedbi da nam pruže knticky relleksyu o pnjediogu projekta. a njihovi odgovon su 
odjeknull konsenzusom u nizu pitanja. "Niste li svjesni kolko je ta) izraz Kdleoogrziran 1 staromodan? Misile li 
na kolekivnost kao wd suradnje ii kao temu istrazivanja? Drugim njecma radite li kolektivno ili se bavile 
kolekavrum? Bili bismo setn kada bste zamijenili ta) izraz drugam koji više odgovara suvremenim 
praksama - kolaboracyom Ona name ukljucuje polje pregovaranja oko indiidusinih razlika " Mi sami smo 
krenuli od sličnog nesporazuma. "Mi" se ovdje odnosi na sedam rzvodaca vili autora okupljenih oko 
činjenice da su t nas prethodni rad 1 nas sadasry status na sceni izvedbenih umjetnosli vezani uz 
koreografe | redatelje koje Smo nazvali “akm autonma", kao Sto su Jan Fabre Meg Stuart ATDK Jan 
Ritsema 1 drug, bio našim nekadašnam danstvom u njihovim komparijama th kroz njihov utjecaj koji nam 
se pnpsue Okuplienr bez zajedničke vole za oformivaryem kolektiva koji, pretpostavljamo, nastaje iz 
hitnosti kolaboracie oko zajedničkih razloga, ciljeva ili taktika provet smo luksuznih mjesec dana u borbi 
da pročstmo zabunu oko koncepta. kolektivno raditi na kolekuvnosti Zvuči kao kružni impasse, no 
pokazat ce se plodonosno prema našim otknverim sumnjama Je li moguce ekspenmentalno proučavati 
koncept koji je. kao što nam je sugenrano vise društven | povijestan nego umjernički i suvremen gdje se 
autorstvo ne paprsuje inicratonu projekta? Sumnju u mogucnost rekonfigunranja kolektivnost bez 
centralnog vodstva, kao 1 u relevantnost lakvog poduhvata dodatno su potpinvali programen redovito 
propuštajući najavi zvedbu pod naslovom Collect-# i potpisanu sa by Collect=f Možda ih je zbunjivalo 
odsustvo disinkoje između prozvodača 1 produkta. Može li privremeni postav jedne izvedbe biti dovoljan 
za autorski potpis? i su programen poklekh pod pruskom da predstave rad sa imenom Iza kojeg stoji lice, 
zastupnikom koji jamči za ugovor, kao da je "povratak tvorcu" preduvjet predstavljanja kolektivnog rada uz 
bok drugoj zvedbenoj rolu koja nosi autorsku siketu? Naše inzistiranje na potpisu Collect-if by Collect- 1 
nuhova sprecavanja pobudili su niz društvenih afekata. Emilovu ljutnju zbog dodjeljene mu uloge redarelja, 
nezadovoljstvo cele grupe zbog nemogućnost rukovodenja kontekstom prezentacje, osjecaj neugodnosti 
kod programera zbog očitog povlađivanja konvencijama 

Kolekim trpe od vanjskih prisaka back-stage ispibvanja poput pitanja “tko je vođa", što dugoročno 
može utjecati na kolaboraciju No pitanje nerazumijevanja vezano uz brand Collect-f ne bi bilo zanimljivo 
samo po sebi da nje smplom nelagode prama samom konceptu kolektvnosti Obje strana su 
posramljena, rekla bih, kao da kolektvnost evocira samo slike promašaja Čovjek radije pnjede ulicu nego 
da susretne starog znanca koji je zabrazdio u alternativni marginalni ektrvzam - kao da tay znanac sada 
smrdi na zastano revolucionarni model (o osjećaju nelagode u polta zapadne teatarske scene prema 
istočnosuropskom teatu v B. Kunst, "Porhcs of Affecton end Uneasiness," 23-30) Da li kolektuzam 
nužno lumačimo kao snonim emanopatorskih politike u kazališlu | zvedbenim praksama šezdeselih? 


Liberalističko naslijeđe. Slike kolektivnosti 


“Kad osjećamo, osjecamo hitnost kad osjetimo hitnost, dieloval cemo kada djelujsmo, promijenit ćemo 
Svjet“ meči su Juliana Becka, osnvaca Ling Theatrea. Nije nječ o utopijskom modelu društva ili formull 
kazališta koje evocsra trenutnu političku ı drustvenu akciju kojih se stidimo, prie je nječ o tome da su 
vrjednosti naslijeđa šezdesetih ugrađene u Hberalizam današnjce 


On dozvoljava da ga opsjednu sve sile koje su mu na raspolaganju Zajednica mu pomaže 

prijeći taj put. Ona ga pažijvo promatra, no ne sprečava ga Zajednica se uključuje u suštinu 

negova puta. Ona prati njegove promjene Ne pokušava ga utjesrhi, nih vratiti ga tamo otkuda 

poteče, već ga police da we daje u smjeru u kojem se kreće Na ta) ga način podržava te 

mu, prateći njegove promjene, daje snage da putuje u nepoznato " Citram opis scene iz 

Segendamog performansa Ling Theatrea Paradise Now, no mi sto tako možemo, na pamjer, 

zamssšti terapgsku ši transcendentaino meditrajuću zajednicu Čije se pretpostavke duhovnost 1 

fačkog oslobođena ne razikuju mnogo od plesnog žargona o osobnom samoostvarenju "1 

kakvo je tvoje rskustvo, Sto s: osjetia, čemu te to naučilo, koje puteve tr je to atvonio? 
Living Theatre je predlagao duhovni put društvenih političkih | kutumih revolucija u ritualima djelovanja 
dok je sedinjenje skupine s publikom imalo svrhu posiizanja transcendentainog stanja stalne inovacije 
koja je trebala kulmanirati danas posve zanimlivo. slijetanjem na Mars Zvali su Io mtualom novih 
mogucnosti Postati kolektiv tako je postalo siigmatizrano idealima praskonske esencije | identleta, 
čovjek postauo čovjek. supradndmidua, preobrazenye kroz pročišćenje, sve ono što će otada konolirali 
svaki zamišljeni bitak zajedno Totalitam: konstrukt “ čijeg naličja bismo se još više posramih~ zasniva se 
na uvjerenju da pomak ne može transcendirali bez instrumenta, Drugog koji djeluje kao posrednik, a Čiji je 
protobp Krst Problem gurua 1 guruzma nije pitanje gospodara-diktatora kojeg Ireba zbaci s trona, vec 
pitanje kamzmatičnog autonteta prozvedenog podvrgavenjem, pitanje snaga koje pnsiljavaju na 
podvrgavanje pod vodstvo u nalaženju vlastita puta 
Brkamo li model centrafiaranog autontatvnog kolektiva s generičkim stanjem kolektimosh te tako 
isključujemo bilo kakvu mogucnost ili interes za kofekhvnost danas? Nazalost, praktican lo potvrđuju 
konvencionalnom mudrošću U recentnoj publikacy o kontakinoj improvizacii Daniel Lepkoff, jedan od 
pionira kontaktne improvzacie, daje svoju definiciju “Vodstvo je pod pritiskom na polju kolaboracije 


Umjetnost je po sebi znati sljediti je. Kolabcracye u kojima sudionici žele uspostaviti jednakost suh 
glasova vodi k samouništenju, dok se svaki glas obaznvo oblikuje prema odgovoru drugog, poruka biva. 
Izgubljena u definiranju procesa dolazaka i odlazaka " (Van Imschoat, 16) No, dis-pozicya kao disperzija 
pozicija bez hijerarhija možda bi trebala biti uvjet kolektivnosti koja nadilazi svaku dostupnu koncepciju 
pod tim imenom Gesta koju opisuje Xavier Le Roy simbolizra ovo stanje Tijekom procesa Namanlos 
(1998), kada je pozvao deset umjetnika da sudjeluju u mprovizranju | prezentaciji slike tijela, razgovarali 
Su nakon svake sesije improvizacije. a svaki put kada su morali donijeti odluku o konšrenju glazbe, 
sudionici su pogledali u niega Xaver bi se tada okrenuo prama zidu kako bi naglasio da on ne 
predstavlja autontet u grupi (Idem 34) Instnktvan nagon obraćanja pojedincu za kojeg se smatra da 
ima odgovor te. zauzvrat, okretanje tog posljednjeg u nizu prama zidu ne samo da razotknvaju 
mehanizam delegiranja vlastita odgovornosti na druge, vec, Sto Je još važnije, manifestraju očekivanje 
uslovni refleks koji opstaje davno nakon što je ukinut despotski režim guru-skupina To pokazuje da ono 
oko čega se okupljamo mora biti uzdignuto do pozicije koja autonzra koncept, kvalitetu i sti rada To 
pokazuje da čin pokretanja projekta čak kada to znači pozivanje pojedinaca na suradnju na jednalam 
osnovama, uspostavlja autoret autora No društveni habitus ne smije opravdavati uobičajena pritužbe s 
koma auton koaboratvnih projekata sijedu ramena, tako je to uvijek će postojati onaj koji nosi znanje 
moč 1 odgovornost ispred skupina. Tencencija prema tanscendeninom rezimu tjekom uspostava onog S 
onu stranu ili izvan Kolektiva 1 njegovih članova paradoksalno je vazan uz projekt smancipacije posdinca 
kroz kolektivni proces 


Upravo su kolektivi zasnovani na esencyalistckim premiseme ljudskosti na djelu ili mitologije stapanja 
života t umjetnosti tijekom šezdesetih odgovorni za kraj kolektmzma Dramaturgya uspona kroz ritualno 
putovanje odvaja sam svoj projekt od bilo kakve društvena ili poljičke mijene jer ga, u završnoj fazi svod: 
na apstraktnu ideju indlvidualne slobode Pokušavem reci da trebamo zahvaliti povijesnim kolektivima 
šazdasatih jer su osigurali osnove liberalnog ndmduatzma današnjice Prenyel su na nas nasljeđe 
iibaralstičke depolltzirajuće mist prakticira; slobodu kao što praktoraš slobodnu volju Uzmimo za 
primjer jedan od mperatva Living Theatra kao što je “Promjena je pnrodno stanje ovana" ogomo ga 
od pomodnog anarhizma šezdesetih i dobit cemo slogan “slobodan razičit, kreatvan” no tko? Današnji 
suvereni izabirate!j autor, programer, gledate! Kolektivnost u modelima koje odtuéuremo zadržati u 
parnćenju degradirana ja na ideološki promašaj ili društveni slom kao da je osuđena da uvijek padne u 
fašistički režim kolaboracya Važnija bi trebalo bib da se ispita zašto kolekimizam nija samo napušten nago 
potisnut zašto je sama ideja kolektivnosti odbojna, ih da Il nam ja dozvojeno promišljati je u drugim 
okvirima koji bi stužih kritičkim potrebama današnjos? 


Zajednica lišena djela umrežavanje 


Da bismo odgovonil na pitanja zašto je kolektvnost odbojna, uspijemo ! zatomih nelagodu i gađenje koja 
rezultira iz povijesnih primjera, još uvijek nam ostaje jedan društvenu afekt kojeg trena ukloniti sentiment 
svibnja '68 Jedini ja zakon napuštanja, kao u ljubavi bill bez mogućnost povratka, bez utočišta Tuje 1 
onda ga više nema, žaljenje s kojim su se bivši Sezdesetosmask: intelektualci bučno javljali nakon kolapsa 
komunizma konstlo je barem tome da se ponovo postavi pitanje kolektvnosti Petnaest godina nakon 
svibnja 68 pitanje kolsktivnosti se vraća u vidu zajednice 1983 uradnik časopisa Alga, Jean-Christophe 
Bailly predlaže temu zajedništva (‘Ja communauté, le nombre’) La communauté, zaboravljena riječ 
odnosno rječ koja Je prija više od dvadeset godina rezervirana za Evropsku zajednicu nanovo se 
pojavljuje kao pojam prikladniji od komunizma Poziv za priloga za broj zazwa mnoge rasprave | pokrece 
sarju unakrsnih eseja između mtelsktualaca kao što su Maunce Blanchot Jean-Luc Nancy Philippe 
Lacoue-Labarthe Njihova preokupacija je bila preisprtah status zajednice nakon svibnja 68 


Komunizam ukazuje na ideju ii projekt, dak zajednica čini se predstavlja činjenicu, datost 
Komunizam proglašava svoju podršku zajednici koja jos nye dana, koja se ostvaruje kao cij. 
(Nancy 2001, 27) 


O kojem projektu govonmo? zasigurno ne o komunističkom niti o komunitamome ili komunalnome Ako 
gledamo na kolektivnost kao na zajednicu, što je to što tvori onu poznatu nječ - zajedničko - all | koncept 
koji Je postao tako neizvjestan? 


Na pad komunizme tako se samo odgovara rshitrerim potislevanjem samog pitanja bitka- 
zajedno (kojeg je pak takozvani "realni" kormuruzam potiskivao pod zajednička bitak) 
(Nancy 2000, 43) 


To nye istna Ako baš hoćete u neoliberalizmu uistinu uXivamo u "bivanju-zajedno" Zajedničke su nam 
trgovina i komunikacija Jednom nečju mreža Mrežna organizacija rada osigurava iluziju prelaženja 
granica lokalne plesne zajednice | prodora u polje discipline 'suvremenog plesa" Protekle godine, 
obuzeta beskrajnim diskusijama sa skupinom plesača | kazalištaraca u Tanzquertieru u Beču, cij kojih e 
bio istražiti koncept istraživanja u suvremenoj izvedbenoj praksi zadovolji smo se postizanjem 
konsenzusa kroz primjer Kojot | ptica trkačica poznati crtić ı metafora Kojot neumomo proganja pticu 
prelazeći beskrajnu ravnu površinu pustinje uvijek na istoj nepramostivoj udaljenosti od ptica, sve dok se 
ne obruši s klisure kraja puta. On nikada ne gine. samo ostavlja ocrtani trag svoga tijela na dnu ponora 
to samo da bi se iznova pojavo u trku Trčanje za plicom trkačicom preko pusanye se Sin preko vrtualnog 
zemljovida koj stalno derentorijalzira pokret svaka akcija ganenra svježi odlazak iznova te liniju potjere 
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obilježenu domišljatosću | branom kretanja Uzeli smo ta) primjer kako bismo opisali pojam "pola" polja 
istraživanja. Nagli prekid potjere je obilježen padom s klisura, a vertikalni pad na ograničen temonj nazvali 
smo zajednicom Dvodimenzonalna slika tjela ocrtanog u površini zavrsava potjeru s tragom Latinski 
izraz terminus znači granica rub" te je izvorno konšten kao ime klasičnog bozanstva čija je tjelo nalik 
ljudskom postupno bljedilo do točke usadene u zemlju (Agamben 1999 207) 


Istraživanje započinje prodorom u nov teren s mogućnošću da se prost u pore istraživanja. Nezbjezna 
privlačna slla zajednice lokalizacija - privlače bježeceg pojedinca nadolje u hyerarhye kultumih, povjesnih, 
polihčkih konteksta instrtucya koje propisuju diskurse r ograničavaju aktualzaciju mogucnost No, ovo DI 
bila samo ciniénya verzija mra o Sizru a kako nam nedostaju matamaine koordinate zašto in ne bismo 
ozbiljno | imenovali? Poje nije samo ravan konzistencija kao što ga popularan delezjanski diskurs 
označava U stvari, ono je omogućeno | predstavjeno mrežama zvedbenih prostora festivala 
istraživačkih laboratonja jednokratnih kolaboracija, letaćih programera, showcase platforme kntčah 
platformi na Intemetu. međunarodnom scenom na kojoj su sv stvarateli pnsiljeni trazm vnjednost 1 
poziciju li. skromnije receno, mozemo rec: da ne samo da tražimo, vec i ovisimo o mogucnosti 
pozicioniranja, fokusa na međunarodno pozicioniranje umjesto aspiracije ka poziciji samoj Jer se pozcie 
čine vrlo mobilnima r nestabinima Sve ovo samo zato što lokalna zajednica ogranicava pojedinca na 
Jedno fiksirano mjesto, na okvir pnpadnosti osobnoj povijesti, na ulogu | pravo na određena značenja, kao 
| na produkeyska resurse koji se dodjeljuju odlukom zajednice | zato zajednica - međunarodna da 
lokalna ne - jer lokalna uključuje nošenje tereta društvenih i mikropolitičkih problema te dane zajednice 
Strategija moguće radikalne figura usred takve umrežene subjektivnosti jest u tome da razvio vlastitu 
paralalnu mrežu 


Umjetruca st i to znači ne radiš zato da bi zaradia Nek to tako misle. To je dobro 
opravdanje da t ne plara za sve Sto činiš Tako se događa da t, kao umjetnica ulažeš novac 
u projekta koje će drugi postavit u svom muzeju u svojoj Kunsthalle, u svom izložbenom 
prostoru, u svojoj galem Ti si investitor Daješ pazaymics koja ti nitko neće vratih Preunmas 
financijski nak Spekulra$ sa sobom kao s umjetničkom vrijednošću Ti sı broker Ne mazes 
uložiti sva svoje noves u jednu vrstu umjetničkih dionica Tako unosiš raznolikost u svoje 
aktivnosti Rukovodiš nacima koje preuzimaš Ti bi to reka drugačije Znam Kažeš da 
boluješ od blage shizofrenije Višestruka si ličnost Fotografija si no također DJ imaš 
časopis, izdavačica si no također organiziraš zabave Fotografiraš jude na zabavama 
Organizraš zabavu kada predstavljaš časopis, puniš brojeve časopisa fologratjama judi sa 
zabave organizira$ zabavu na kojoj si DJ Imaš DJ kolektv ksko bi mogla hodat među 
ljudima tjekom svoje zabave, razgovaraš s nima | pitaš in žele h objavih nešto u tvom 
časopisu, izdaješ CD-e predstavljaš ih uz zabavu, Izdeješ CD-romove s fotografijama ljudi na 
zabaveme, stavljaš CD-rom u svoj časopis, 2ek& da čdateli slušaju tvoju glazbu zeli da judi 
sa zabave čitaju tvoje tekstove, pozvaš one koji pišu za tvoj časopis da dođu na tvoje 
zabave, praviš instalacje od fotografia intervjuras jude koje upomaes intenjuras jude koje 
Želiš upoznati, pričaš onima koje upoznaš u svom časopisu Distriburas letka koji pozivaju na 
tvoje zabave u barovima u kojima se susraćeš s ljudima koje mieryuras Kupuješ ploće na 
buvjacima, disinburas letke koji pozivaju na zabave u baru u kojem piješ Kavu nakon posjeta 
buvljaku praviš video snimke sebe kako uniStavas ploče koje sr kupila na buviaku, oslobađaš 
svoju zemlju od njezine loše glazbe prikazuješ video u galery te s DJ na otvaranju izložbe na 
koju pozivaš ljude koji su pisali za tvoj časopis uživaš u zabavi | fotografiraju te Pozvaš 
druge DJ-e da puštaju glazbu s tobom, t si MC 1 netko drugi je DJ, pozdravljaš ljude koji 
stižu na zabavu, upoznajaš ih jadna s drugima Ti si umjetnica 1 meqyatonca, miješaš ploče + 
Želiš da se ljudi miješaju, čak umješavaš fotografije, umješavaš fotografije luci koje želiš vidjet! 
kako se mješaju Razgovaraš s juoma koje fotografiraš, oni te pozvaju na svoje zabave gdje 
razgovaraš s drugima 0 fotografi Tiska$ majice sa svojim imenom ljudi nose te majice, 
tjeraš ih da pnsegnu da će nosit tvoje majce na zabave na koje ne ideš Ti si svugdje 1 svi se 
pitaju gdje sı Doma sy, radiš na svom pnjenosnom kompjuteru, nastavlaš sve prepiske 
elektronskom poštom tamo gdje si stala, obavijestavaš jude o svojim projektima, redi stalno 
nove projekte Telefonski rezerviras karte (Lesage. iz manusknpta "A Portrait of the Arbst 
as a Worker") 


Suvremena sa figura autora kao proizvođača opre izvana nametnutom tržištu koje žeh pretvont njegov 
rad u robu Jer je 1 samo mašina koja posreduje, ne proizvodeći umjetnička djela, već produktivnost 1 
samoupravljano umrežavanje Posao slobodnog autora uključuje umnožavanje aktvnosti, kontakata, 
oblika rada kolaboracya | prezentacija posebice ostavljajuci prostora za karaktensticu rada-u-tyeku koa 
se može pripisati cijelom opusu umjetniku kao vlastitom projektu 


Taj model pruža sliku zajednice bez rada, bez završnog proizvoda Sto Ge reci communauté desceuvrée, 
nedjelatna zajednica lišena dela Nedjelatnost | razdjelovljenost ovdje treba shvatiti kao aluziju na 
lenpnistióko pitanje (što nam je crit) Ne ništa se ne može učiniti, sve Sto je potrebno doima se već 
danim ili suvišnim 1 stoga nema ekonomske ili političke hitnosti koja bi kolektivno mobilizirala zajednicu 
Čini se da sadašnji sustavi. umrežavanja pružaju umjetnicima dovoljnu strategiju organiziranja vlastte 
ekonomska | umjetničke nezavisnosti bez okvira kolektrivnost S druge strane, može mi se protusloviti 
argumentom da je kaza'stna zajednica Beneluksa kojoj pripadam poznata po svojem kolektvizmu Ona 
njeguje nevjerovatan broj kolektiva kazališnih glumaca bez redatelja. Tg Stan Dood Paard De Roovers. 
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Barreland da imenujem samo neke od onih koji su nasta: pod unjecajem tada inovativne prakse 
Maztschappea Dscorde, te su organizirali sustav razmjene programa neovsan o repertoamim 
kazalšima Stedisschouwourga No tada bismo govorni o kolektmma koima dominira instrumentalna 
logika. umjetnička afinitet plus instrumentaine racionalne potrebe za kolaboracijom, jer su nizozemska 1 
belgiska socijalna država velkodušne prikom osiguravanja strukturnih sredstava 


Suvremeni kazalištu kolekina nisu politički motrarani porragom za novim okwrom Kolektvnosti novom 
podelom rada, upravo Zahyewma da se ode dalje od profesionalne specijalizacije, specrficnosti medija 1 
mstrugonalizrane produkcije. zahtjevima koji su oblikovali koiektive kao što su Living Theatre Opan 
Theatre The Performance Group, Werkthoater (Amsterdam), Judson Dance Movement ili Grand Union 
plesni kolektiv tijekom Sezdesetth Ti zahtev su danas dijelom zadovoljeni potreba za mrežama koje 
podrzavaju ekspenmentalni rad poweba da se ekspenmentra | radi transdiscipinamo više nije 
Wansgresvna, hino pitanje kolaboracije a da se ne govon o kooperaciji koja Je proizlazila iz klime 
polibciah + društvenih pokreta tog doba Sto se vise govon o kolaboraciji to je ona manykavya 
simptomaticna za knzu, kaze Mynam Van Imschoor knizirayjuci feusizaciju sustava spanvanja zvjezda | 
mobilnosti umetnika. "Ne smijemo zaboravit da kolaboracija ne podnva auru Umjetnika. vec je 
umnožava", komentira ona (Van imschoot 17-18), a to se odnos samo ne tip kolaboracie za kojim sada 
vlada potražnja Mag Stuart ı Gary Hil, Jan Ritsema t Jonathan Burrows, Jerome Be! i Forced 
Entertanment/Tim Etchells Ne želim reci da ov: susreti nisu interesantm sami po sebi, no želim istaknuti 
da fenomen prmremenog produktivnog susreta premješta naglasak na njihovo programiranje kao 
Spektakulamo udvostručenh događaja Auton razmijenjuju svoje specijalnosti u okviru jednog projekta u 
nadi da ce doći do nečega treceg, novog 1 nepoznatog, izvan njihovih dviju disciplina. No, njihova. 
namjera da surađuju nema namjeru mijenjati tipove autorstva ili proizvesti Identitat “iz trece ruke", da 
upotnjebim pojam koj Charles Green konst da bi opisao konceptualizaciju kolaboracye karaktenstične za 
sedamdesete kompozitna subjektivnost Gilberta&Georgea, Marine&Ulaya li "birokratski" konceptualan 
tmsa rad skupne Art&aLanguage Rad koj je prozašao iz ovih dugoročnih kolaboracija nalazi svoj interes. 
u kmha *paradenog” samograzajnog ndradualnog umjetničkog identiteta ta ja fokusiran na konstruiranja 
aitematvnih oblika s figura autora U sklopu Contexta #1 slična strategia se pokazuje u predstavi Xavier 
Le Roy, koju je naručio : potpisao Jerome Be. a realzirao Xavier Le Roy No, moramo biti pažljivi da to na 
svedeno samo na amino poigravanje akreditacyama. Ovaj rad ne razotkriva samo ugovornu osnovu 
autorstva, konvenconalm čin kojim umjetnički svijet deklaracijom krsti autora Važnije je primjetiti da Xavier 
Le Roy bira rad sa Belovim suradmcima-izvođačima te se nastavlja na Belov The Last Performance, 
renterretirajući time - pe možda čak | iscrplujući - Belove postupke postavljanja na scenu “smrti autora" 
Umjesto taktike govomog čna (a sam Jerome Bel, ja sam Andre Agassi, ja sam Hamlet, ja sam Susanne 
Linke} Le Roy konsti mogucnost zokrelanja znaka kako bi izložio taatralnost sakriti, pokazati Izvedba 
se dogada izmađu paravana iza kojeg izvođač pod krinkom izlazi na scenu postavljajuci različita ikoničke 
mumske točke (Michael Jackson, Maryin Monroe Jesus Chnst ı dr) Xaver Le Roy Jérémea Bela, koji 
realizira Xavier Le Roy proizlazi iz kolaboracye u kojoj nije bio kolaboracije, kao što Bel opisuje "Moja 
kolanoracya s Xaverom Le Roy na mojem radu naslovljenom: Xavier Le Roy Ja bila u jednu ruku totalna jer 
Ja nisam čmo ništa a on je činio sva, alii nikakva jer skoro nikada nismo razgovarali o radu tek nešto 
malo pred samu premsaru " (citat preuzet z Van Imschoot 28 ) Ali tu se ustnu radi o prvorazrednoj 
kolaboraci gdje je zajedništvo utemeljeno u zajedničkom diskursu Tako dolazimo do točke koje mi se 
čini najbižom Contextu #1 gdje se seku trenutačna stanja pitanja autorstva, kolektivnosti | koaboracije te 
zajednice No, razmjere ove isprepletenosti treba pažljivo specificirati 


Stanja autorstva, objekta umetničkog rada (“aboutness”) | kritičnosti u 
suvremenim konceptualističkim metodologijama 


Gledajuci: program ovoga festvais, Čiu es da se zdvaje ona paradigma koja autorskim pozicijama | prtan- 
pma vezanima uz neh pristupa otvoreno, kritički | kroz metodologije različitih stupnjeva i smjerova koncep- 
tualnost Tako The Last Performance Xaver Le Roy, 20 minutes for the 20th century, Powered by 
Emoton, a možda bismo ovom nizu mogi dodst 1 Lirhaben und Aufhsben - ReConstruct Revisited 
(Marin Nachbar) ne želim imenovali kao “konceptualistčke“ te potrošit ostatak ovog teksta analizirajući 
raznolikost konceptualishókog pnstupa di neslaganja oko ovakvog određenja Dovoljno se pisalo 1 
raspravljalo o tome Željela bih definirati ono što je zajedničko | dijeljena u diskursu - njegovu kritičkost U 
ovim predstavama, kao : u drugim radovima Bea. Le Roya Sehgala i Spangberga krtičkost uključuje 
razičite postupke izvođenja gledatelistva 1 u nekim slučajevima koje sam spomenula, rastvaranje d:spoz: 
tva plesne 1 kazališne izvedbe Krhékost, a ne kritika ii kricizam, znači važnost neafirmativnog fokusiran 
A strategla 1 taktika usljed kojih je gledatelica suočena sa izmjestanjem plesa kao estetičkog (mod 
emističkog) objekta 1 presšjena nositi se sa vlasttom spremnošcu da recipra rad 

Be! Le Roy Sehgal Spángberg su kroz prakse performativne kntičkosti doprinijeli još jednom pojmu 
autorstva koje ne treba dovoditi u vezu s barthesovskom ili foucaultovskom demisijom autorstva/subjekta 
tako se Belov Last Performance bavi tom tezom Čak bih ovdje predložila tp autorstva zasnovan na 
diskurzvnoj INTERVENCIJI uslijed efekta ometanja spektakla izvedbe | ispišvanja pisma  ecrture 
koreografije Jedno je sigumo or io cine sam: Želim naglasiti ovaj rad može činiti samo autor koncepta 
Ow auton eventualno dijele zajednstvo diskursa z kojega se ponekad mogu roditi kolaboracye no nema 
potrebe za oformivenjem kolektiva kao takvih da bi se utemeljila suverenost ovih autorskih intervencija. 
Kolektrvzam je, dakle, napušten jer između ostalog nije u stanju podrzat nakntičkje prakse u plesu 


danas tako je on ranije big pokretač ekspenmenta i kntke kao u slučaju Judson Dance Movemenr I 
Grand Uron kolektva Da li je usporedba sa Judsonom neutemeliena? 


Na sasvim Kada je pne četiri godine Xavier Le Roy predložio EX TE N.S LON S , kreirao je izvanrednu 
radnu situaciju u kojoj br se ekspenmentiralo s oblicima produkcije | percepcije unutar fleksibilna 
kolektivne struktura sačinjene od plesaca, izvođača umjetnika, teoretičara Na svom je početku 
EXTENSIONS postavljen kao radionica, a kasnije se pojavljuje u različitim oblicima. kao prezentacija 
radionice kao mijašani program radova različitih sudionika, kao scenski crtat u okviru predavanja-izvedbe 
Product or Circumstances ta kao EXTENSIONS radionica i komad (adi Husenann 2003) Sjećam 
se da sam čitala o debati u kojoj Martin Nachbar kntzira ideju uspoređivanja EXTENSIONS s 
događanjima Jucsona na tamelju činjenice da je politicka aktivnost u radu Judsona uključivala koreograte 
koji su upravljali financijski naovsnom autonomnom strukturom (vidi Xaver Le Roy, Martin Nachbar 
Marten Spångberg "To deviate from tha deviation itself. , 32) Osobno ne mislim da je uvjet financijske 
neovisnosti ključan pogotovo što ne vidim moguće alternative kapitalu danas Ono što me više zanima 
vezano uz usporedbu s Judsonom je još jedna od današnjih nemogućnosti simptom ograničavanja 
kritičkih stavova na predmat “plesa” ilı "kazališta" nemogućnost rada da bude išta no autoreferencjalan 
autolegitimirajuci objekt (“aboutness”) Zato radije govorimo o politicire medija plesavkazaista nego što 
tvrdimo da su kritike gladataljstva ill dispozrtiv šire izvanumjatničke političke relevantnosti Društveno biće 
se osvrće oko sebe a na više oko nečega drugoga Da I je objekt (‘aboutness ) kničkih praksi 
današnjice osuden na autorefeksiju plesa | kazališta? Kako bi drugačije mogao bri kritički? Čak iu 
slučaju predstava Judson Dance Movernent iz šezdesetih koje su s vremena na vrijeme smbolčk 
pokušavale ostvanti kontakt s političkom stvamošću kroz protesta javne marševe, humanitama izvedba, 
t Judson Flag Showa na primjer Yvonne Ramer negira bilo kakvu političku relevantnost (vidi Burt, 9) 
Performans: Judson Dance Movement su se obracali odabranoj publici koja se već uvijek unaprijed 
umjetnički | polmički slagala s radom Kako bi prema van ukazao na nemogućnost diektnoo uključenja 
konceptualizma u društvena | političke realnosti Robart Barry je 1969 zakačio na vrate izložbenog 
prostora poruku na kojoj ja pisalo. "Moja će izložba u Art&Project geleriji u Amsterdamu u prosincu 1969. 
trajati dva tjedna Zamolo sam ih da zaključaju vrata ı pribiju na njih obavijest na kojoj piše ‘Galena ća biti 
zatvorena tjekom izložba '" Ovu gestu je 2001 ponovila francuska grupa Bureau d'études, zatvorivši 
izložbeni prostor preuredenog industujskog zdanja u lučkom gradu Le Havre Umjesto Barrysve poruke 
ponudili su posjetitelje knjigom Jundic Park (Junstički park) u kojoj se nalazio set detaljnih zamljowda 
pravnog podzemlja grada (wdl Holmes 164) Razlog moje kratka digresije U likovnu umjetnost je 
pokazati da se iznenaduiuée deveseuh javljaju brojni umjetnički kolektivi sa specifičnom misijom i 
modelom kolektivne umjetničke proizvodnje 


Kolektivima kao što je spomenuti Bureau d études, milanska agencija za tentoryska istraživanja 
multiplicity. te Rags Media Collective iz New Delhia da spomenem samo najpoznatije zajednički je 
haterogen sastav umjetnika, tecretéara stručnjaka za medve : znanost arhitekata ı drugih koji sa 
okupljaju oko projekata koje je moguce realizirati samo kolektvnim radom Njihov rad polazi od 
konceptualnog odmaka od objekta. produkcije prema kontekstu-ntervanci, ali uporaba teoretskog okvira 
nalik onoma konceptuallzma suvremenog plesa nema estetičku već političku svrhu Tecretziranje granica, 
moći mreža javnog ! privatnog društva spektskla, vodi iz kružne konceptualne autorefleksye u izolacij 
umjetničkog laboratorija u angažman s "vanjskim svjetom" intervenciju u društvenu i polsku stvamost 
ined) vidljivim ono što ostaje nevidiivo u medijskom spektaklu To je proizveto novi model umjetnčkog 
djela kao dokumentacije. uz korištenje metodologije istraživanja : analize, prezentacije u obliku studije 
novih medija kartografskih dijagrama poput Komunizama kojeg je napravo Bureau d études i Koj pruža 
iscrpan uvid u tipove zajednica 1 kolektiva otpora koji djeluju u umjeinosti"Oruštvu današnjice No iz ove 
priče možemo zaključiti da su dva desetljeću nakon konceptualne umjetnosti umjetničke prakse likovna 
umjetnosti iznova pronašle kritički naćin uporabe vizualnosti koja nadilazi umjetničku autonomiju Nimalo 
nalik umjetničkoj izložbi dispozitiv kazališne/plesne izvedbe i produkcije sa svojom sklonosti 
Karizmatičnim autontetima koj bi vodik 1 obilježili kolektv proces, te sa inzishranjem na zabav, nje 
otvoren prema anonimnom neosobnom obliku kolektivnog angažmana, kako kao obliku okvra 
zajadniékog rada tako | kao kritičkog 1 političkoj nužnosti 


Samoodređenje | pitanje umjetničkog rada 


Mog) bismo u apokaliptičkom tonu 1 završiti spektar društvenih afekata izazvan kolsktvnošću mvedbe 
Kolaktivizam Je mrtav nikad nije imao prilike u izvedbenim umjetnostima, niti kao društveni fenomen, niti 
kao polički projakt pa ni nakon sloma krajem šezdesetih Truzam pobjeđuje Cni se da je 
subvencionirana autonomija nužna kako b nastali exspenmenta!ni i krhčii pokušaji u poju izvedbenih 
umjetnost A tada govonmo o autorrma-pojedincima, a ne kolektrama, govonmo o omma koji su U stanju 
osigurati i garantirati kvalitetu u zamjenu za novac Jeróme Bel, Xavier Le Roy Emil Hrvatn. Chnstophe 
Wavelat te drugi renomirani koreografi 1 jud] od kazališta su 1999 potplsa!! manifest Europske Izvedbene 
Poltike 


Mi smo Europljani 
Mi smo građani 
Mi smo radnici 


Mi smo umjetnici 
Mi smo izvođači 
Mi smo nezavisni 
{mh 
Od Europske zajednice trazimo da 
podržava umjetnike onoliko koliko podržava umjetnost, 
ulaže u tekuce potrebe | dugoročni rast nezavisnih izvodaca, 


aktrmo podupre umelnike koji se bave istraživanjem razvojem | stalnim procesom vlastitih praksi, u 
jednakoj mjer kao 1 nastanak i plasman novih radova, 


prepozna | jača veze između | unutar movativnin suvremenih praksi, 

pomaže strategijama intercaciplinamin dijaloga. kolaboracija i ulagaćkih inicijativa, 
podrži nove stratagye povećanja svijest: | razumijevanja publika 

pokaže iskrenu predanost inovaciji, nzičnosti | hlbndnosti 


aktivno razvija, prepoznaje | podržava veći broj aktivnih, fleksibinih | inventivnih umjatničkih struktura | 
Infrastruktura 


te sa uključi u ojalog. postavi uvjete nove diskusije na temu ovih pitanja 


Koliko god da bih ja kao netko tko radi na projektima potpisala te iste zahtjeva, pitam se hoće Int treba li 
Europska Unija odgovori na nah Ispostavlja se da manifest kao žanr izražavanja kolektivna volja pokrece 
zajadništvo samo kada se radi o borb za financijska sredstva No, ako smo razočarani činjencom da je 
novac jedina zajednička instanca sposobna mobilizrat zajednicu, čak kada je namjenjen svrsi istraživanja 
' dosad nepoznatih mogućnost“ tada moramo bm svjesni da se vraćamo na očekivanja od zajednice za 
koja su odgovorni komunizam | socijalizam Riječ je o staroj modernističkoj nadi u raskid | mevaciju iz kojih 
nama povratka na staro nad u novo stvaranje svjeta čak kada se to odnos: samo na umjetnički svijet 


Dake neme račine da kolektm ili zajednice izvedbene umjetnosti polažu pravo na radikalizam ili da se 
zagovara povratak kolekbwzmu uz moto pustite svijet da se vrati unutra", “odredite se prema 
društvenim | političkim stvarnostima" jer isti moto nija bio djelatan kod prethodnih kolektiva u šezdesetim 
pa kako bi mogao biti sada kada ne postoji Ideologija koja bi ga podrzala? Ako iznova promislimo nove 
uvjete kolsktvnosti, ne bismo Il trebafi gledati na njegovu polriku kao na politiku bez ideološke 
konsolidacije, politku krajnja kntčku prema ekonomskom okviru rada proizvodnja i prezantacije? 


Ono što možemo smatrat potencijalno trensformabynim 1 politički relevantnim u današnjem kmičkom 
otporu u plesu/koreografii je moc SAMOODREĐENJA. U ovom trenutku ona odlučno artikulira "Ovo je 
koraografija", drugim nječima, samocdredenost kroz govorni čin preuzima ulogu kritičara ı rukovodi 
vlastitom interpretacijom Do sada ona uspijeva održati otvorene fleksibilne 1 kontingentna definicije plesa 

kntike načina na koji smo navikli percipirati ga No, njezina ovisnost o kritici unutarnjih pitanje plesa koja 
ovise o mediju samom čini je, zbog njenog djelovanja u institucionatnom kontekstu kazališta vezanom uz 
kazališni dispozitiv kojeg bismo se mogli rješiti tek ukoliko bi se samoodredenja takodar primjenilo na 
okvir rada | djelovanja Sto bi bilo kada bi postojala situacija u kojoj stvaratelj ne bi djelovali kao autorl u 
msttucenaliziranoj kolaboraciji? Okvir suradnje čiji rezultat ne br morao zadovoljiti zahtjeve umjetničkog 
tržišta? Okvir suradnje koji bi upnli&io ali ne i prisilio na proizvodnju kontakata ne u smielu potrage za 
novim fenomenima kao što je nekada bila kontaktna improvzacya, već kao mogućnost pojedinačnih 
veza, trenja mutacja medu neovisnim aklenma ekspenmeniiranja koje zahtjeva spremnost odricanja od 
Maastith intencja ii manala kada pojedinac prestaje brii pomarno preokupran utvrđivanjem svog 
autorstva Zvuči kao da se zalažem za interes za ofomlavanjem kolektiva, ali ne radi se samo o 
prjedtagu njegovog redelinranjaDefincija kolektvnosi kojoj težim odbacuje uvjete za koje smatramo da 
čine kolaktynost kao političku silu nemogućom, uvjete a kojim ovdje govorm poglavito 


totalitarno zatvaranje kolektrazrna tijekom šezdeseth 

‘tp autorstva konstituranog u krriéko intervency prema dispozitivu teatra 
I 

kulturne politike regulirane od strane lberalre ekonomije 


Zajednica izvan ovih uvjeta, ili nasuprot nima treba početi od Cetin točke koje ću sad predložiti kao 
zaključak ovog teksta 


Postoji broj Sve vea broj onih kog se bave plesom 1 koji su ukljuceni u ekspenmente | nove koncepte 
plesa 1 koreografije Kao 1 uvijek, odreden broj sudionika se okuplja oko nekog projekta U čemu je 
važnost tog broja? Povecavanje broja onih koji su uključeni u mterakciju čak | povecanja s dva ne tn, 
bitno mijenja svojstva situacije Koya su svojstva interakcye koja rezultiraju iz rada izvan atabliranih 
autorskih | insttucionalnih režima? 


Ne postoj unaprjed zaden smisao esencja Klenttet di značenje oko kojeg bi sa okupljalo fli za koje bi se 
mobizralo s ideološkim pouzdanjem Dobro "Ovdje je presudna ideja nessencyaine zajednčkosh 
solidarnosti koja se ni na koji način ne tiče neke esencje " (Agamben 1993, 17 18) Nancy kaze ‘MI više 
ne možemo imati smisao, jer smo mi sami smisao" (Nancy 2004, 1) "Mi" ovdje može samo zastupati 
Cirkuliranje mogućnosti otpora | iskustava ograničena kada su razlike izmedu pojedinaca afimrane 1 
konstitutivne za kolaboraciju 


Tako da bismo za "sebe' mogil reći "mi", postoji samo nešto nalik događanju kao zauzimanju mjesta" 
Drugim nječima "događanje kao zauzimanje mjesta" označava dodir, kontakt singulamosti u atnbutu 
protežnost! Uvjet dodira ovog kontakta nije fuzija, već odvajanje Radi se o heterogenost površina koje 
se dodiruju Heterogenosti koja potiče daljnju heterogenezu, a ne homogenizacyu pod odgovornoscu 
Jednog ili uz pnviacenje prema jednom autoru No, wrtualno “taking- place" potrebuje matenjalnu 
projekciju prostor koj bi dopustio proizvodnju | eksperimentiranje a da mu nad glavom ne visi dispozibv 
kazališne Izvedbe 


Reći ćemo Tko je taj "mi ? Kako mogu govoriti o "nama" onime koji ovo čitaju? Kako mogu govoriti o 
name o sebi? Odvažila sam se danas pisati u prvom licu množine, prvo - naravno - Jer sam krenula od 
priče o projektu Collect«f, a zatim je m. migriralo | postalo vezano uz ostatak programa festivala (Be! Le 
Roy Sehgal Spångberg ) U ovom trenutku čitanje je moje "mi" pomalo nasilno odnosno manitestno 

Ono želi reci 


Ego sum = Ego cum (Nancy, 2004, 34) 


Četvrti pojem Nanovo promišljati kolaboraciju u smislu neželjenih konatakata, tako nije unisono, već 
preuzima odgovornost za odnose "sa" u radu jedan sa drugima "M kao “sa” želi malo nasilja. No radi 
se o Hobbesovskom ratovanju, već o želji da se ustraje u procesu u kojem eu radikalna | nepoželjne 
razlike 1 one s kojima se možemo nositi te su produktivne u takvoj konfiguraciji rada, procesu u kojem ni 
Jedna premošćujuća koncepcija ne nudi | samouređenje 


Ako uzmemo u obzir ove četn tvrdnje, tade je jasno da bi, prvo, kritička praksa izvedbe trebala određivat 
vlastitu poltiku Iskoraka iz etabliranih uloga | načina proizvodnje | prezentacije rada Drugo redefiniranje 
okvira "rada sa" kao uvjet koji preuzimamo umjesto autonomnosti samovrednujućih koncepata autora 
Ima moć postati polazna točka eksperimentalne kolaboracije Možemo mislih da bi takvu kolektynost bio 
bolje nazvati kolekcyom ako Je definirana "brojem onih koji race-jedni-s- drugima bez esencye " Pitanje 


koje me zbunjuje jest kako se okuplja kolekcija autora-zvodaca bez jednog autora inicijatora. 
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Living Theatre: criez za "Paradise Now" 
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When abour a year ago Emil Henn and! 
proposed a performance proiect addressng 
collectraty the projecr which Hrvatin imtated and ! 
collaborated in develooing its project proposal 1 
could not anhopats the resistance and confusion 
tne torm alone would bnng We asked some 
twenty programmers, cnbcs and theoreticians. 
from the European natworks representing the 
expenmental field of performance to give us an 
expert critical refiecbon on the project proposal 
and ther responses resonated in a consensual 
Custer of quesbons. “Aren't you aware of how 
sGeologzed and outmoded the tem is? Do you 
mean collecmmily as a mode of production or as a 
topic of research? In other words, are you working 
collectvely or on collectvity? We would be happier 
ff you substituted t for a tem more surable to 
contemporary practices - such as collaboration, 
namely - as collaboration involves a space of 
nagotiation of individual differences ` We oursstves 
had started off wih a smar misunderstanding 
"We" here means seven performers and/or 
authors collected around the fact that our previous 
work, as well as current label status in the 
performance market, is associated with 
choreographers and directors whom we called 
“strong authors", such as Jen Fabre, Meg Stuart, 
Anne Teresa De Keersmaeker, Jan Ritsema and 
others, ether by company ex membership or 
through recognised infiuence. Collected without a 
Common wil to form a collective, presupposediy, 
emerges out of an urgency to collaborate with a 
shared cause goals or tactics, we spent a month 
of luxury struggling to clear away the confusion 
around the concept to work collecbvely on 
collecimty ft sounds like a orcular impasse, but it 
was going to be fruitful for unfolding doubts s it 
possible to expenmentaly nvesngate a concept 
more social and historical than ertisuc and 
coniemporary, as we were toid whereby 
authorship would not be assigned to the nator 
of the project? 


The mistrust in the possibility of reconfigunng 
colectMty without central leadership and the 
relevance of such an attempt was further asserted 
by programmers who repeatedly failed to 
announce the performance by the title Collectif 
end signature by Collect-if. Perhaps they were 
bated by the nckstnchon of the producer and the 
product Can a temporary one-performance set- 
up account for authonal signature? Or were the 
promoters bowing to the pressure of having to 
present a work with a name with a face, a proxy 
thet guarantees the contract as if “a return to the 
ongnator^ was a precondition for presenting the 
Collective work next to other performances with 
author-labeis? Our insistence on Collect-f by 
Colect-if and ther excuses aroused a range of 
socal affects Emi s beng angry about being 
gen the rote of director the whole group's 
Gissatisfaction with not being able to marage the 
context of presentation, the programmers teeing 
embarrassed for obviously geang in to convention 


Collectves do undergo external pressures, and 
backstage interrogatons, ike "who is the leader", 
can eventually affect the collaboraten bur this 
business of misunderstanding concemsng the 


brana "itle-or name "Collecr-it ^ would not be 
interesting as such, were it not a symptom of 
uneasiness with the concept of collectiity itself 
The shame is on all sides, | would say, as if 
collecivity only conjured images of falure One 
would rather cross to the other side of the street 
than bump into an old fiend who has strayed in 
an aitemative margina! activism - as the fnend now 
smells of an obsolete revolutionary model (About 
the feeling of uneasiness in the politics or western 
theatre commursties to East-European Art, see B. 
Kunst “Politics ot Affecton and Uneasiness,” 23- 
30) Is collectivism necessanly understood as the 
synonym for emancpatory politics in the theatre 
and performance praxis ot the 60s? 


The libertanan hentage: Images of 
collectivity 


“When we ‘eel we teel the emergency when we 
Teel the emergency we will act when we act, we 
will change the world", states Julian Beck, the 
Tounder ot Liang Theatre It is nof the utopian 
model or society and the formula of theatre 
'svoking immediate political and social action that 
we are ashamed of nowadays, rather, it Is the. 
values that the legacy of the 60s built into present- 
day liberalism 


He allows himself to ba possessed by whatever 
forces are available to him. The community helps 
him ro take his tnp They watch him intently but do 
not hinder him The community becomes involved 
an the essence of his inp. They follow his changes 
They do not seek to soothe him, or to bing him 
back from where heis, but urge him to go further 
in the direction in which he is going in this way 
they support hm, and by the support of shanng 
his changes, they give him the courage to take the 
inp into the unknown " This is a scenano 
descnptian of a scene from the legendary Living 
Theatre performance Paradise Now It takes no. 
vile parody to imagine a community of therapy 
instead, transcendental meditaton at work, for 
instance whose assumptions of spintual and 
physical liberation do not differ so much from the 
dance jargons about individual self-expression 
"And what was your expenence, what did you 
fee! what did you leam from it, what kind of 
openings did «t create for you? 


Living Theatre was proposing the spral voyage of 
social political cultural revolutions m ntes of 
actions whereby the group was merging wrih the 
audience in order to reach the transcendent state 
of permanent innovation the ultimate of which 
was to be - now cunously enough - the landing on 
Mars They called it the nte of new possibilities 
Becoming collectve thus became shigmahzed by 
the idea's ot prmordial essence and identity, man 
becoming man a supra individual, transformation 
through punfication with which any imagined 
being together would thereafter be connoted A 
totalitanan construct | whose second image we 
would be even more ashamed of" is beef that 
the movement beyond cannot proceed without an 
instrument an Other that has to act as the 

middie man, and its prototype Chnst The problem 


of guru and gurusm is not a matter of a diciatonal 
master who should be dethroned if one invested 
time in examining the persistence ot qurusm m 
group dynamics today rt would be far more 
challenging to explore the social and economic 
mechanisms of submission. which engenders 
chansmatic authonty the patterns of behaviour 
the process ot decision-making, the transfer of 
artistic responsibility forcing one to submit ro 
guidance in finding one s own way 


Is the mode! ot centralized authontanan collectraty 
mistaken tor the genenc condition of collectrity, 
thus ruling out any possibility or interest in 
collectivism today? Practitioners, sadly enough 
tend to confirm this by way ot conventional 
wisdom In a recent pubiication on colaboraton, 
one or the key-iigures of contact improvisation, 
Danie! Lepkoft, gives his definiton "Leadership. 
comes in the field of collaboration under fire Itis 
an art to know how to follow The collaborations. 
where the participants seek to establish equat 
voices leads to selt-destruction, as each voice 
nuances the other the message s lost in defining 
a process of coming and going " (Van Imschoot, 
16] But dis-position as a dispersal ot positions 
without hierarchy should perhaps be t^e condmon 
tor collectvity beyond any conception avaiable 
under this name Symbolic tor this condibon would 
be a gesture Xavier La Roy descnbes Ounng the 
procass ot Namanios (1998), when he invited 
some 10 artists to collaborate on improvisation 
and body-image presentation, in discussions after 
gach improv-session each time they had to reach 
a decision about the use of music, the participants 
looked in his direction Le Roy would then tace the 
wall behind him to make clear that he did nat 
represent the authority in the group (Ibidem, 34} 
The instincbve urge to appeal to the one deemed 
to have the answer and conversely the iasi in the 
row then deciding to tace the wall not only shows. 
the mechanism of delegating others with one s 
own rasponsibitty but, more importantly it 
manifests expectation, e knee-jerk reflex persisting 
long after the despotic regime ot guru-groups has 
been abolished It shows that this something, 
which we look for, has to be entrusted to a 
position which authonzas concept quality and 
style of work It demonstrates that the act of 
initiating a project, even when it means inviting 
people for collaboration on an egalitanan basis, 
establishes authonty But the social habitus should 
not justify the common-place complaints whch 
authors of collaborative projects shrug ther 
shoulders over this is how things are, there wall 
always be one who bears knowledge power and 
responsibility representative tor the group The 
tendency toward a transcendent regime in 
establishing one beyond or outside collective and 
its members is. paradoxically enough, tied in with 
the project ot emancipating the ndiadual via a 
collective process 


It is the collectives founded upon the essentalist 
premises of humanity being at work or the 
mythology ot merging life and art in the 60s, that 
are al! the rnore responsible for concluding ar end 
to the interest in collectmsm The dramaturgy of 
the ascending ntualist voyage be tt in ihe ife of a 


triba commune or in siage representabon 
dissolved rts own project of socal and poltcst 
change, because in the final stage of the process 
It narrowed it down to the abstract idea of 
individual freedom What | am saying here is that 
we should thank hrstoncal collectives mom the 60s 
for prowding food for liberal individualism today 
They handed down a legacy of liberanan 
depoliicinng thought pracace freecom as the 
axercisé ot free wit Take one of the Leang Theater 
imperatives, such as “Change is the natura! stale 
of being’, shp it from its 1960s-anarchist vogue, 
and what you are leit with is a slogan “free, 
difforent, creative", who? The sovereign individual 
chooser nowadays. the author, the programmer, 
the spectator Collecivity in the models we chose 
to remember is relegated to ideological disasters 
or socal breakdowns as i! doomed to fall always 
into fascist regimes of collaboraton What should 
be mora mportart is to examine the present-day 
situaton of why collectiasm is not just abandoned 
but repressad or, why the very dea of collsctvity 
IS repulswe or, are we allowed to rethink itin new 
terms when would serve the cniical needs of the 
present? 


inoperative community Networking 


If we bury the embarrassment and disgust 
resutang from historical examples, there wil stil be 
ona more social affect to do away with the May 
68 sentment The only law of abandon, Ike that 
of love, is to be without return ana without refuge 
it is there, rt is not there anymore, but the regret 
wath whicn the ex-May 68 intellectuals clamoured 
about the collapse of communism was et laast 
useful to put forward the question ot collectivity 
agam Fifteen years after May '68, the question of 
cofectvity returns in the guise of community In 
1963 the editor of the magazne Aa Jean- 
Chnstophe Barly, proposes the topic of 
community ("la communauté, le nombre") La 
communauté, a word forgotten, or should we say, 
reserved for the European community more than 
twenty years ago, emerges as a term more 
aporopnate than communism The call for the 
Issue insores many debates and fires up a senes 
of corresponding essays between leading French 
mtetectuals the likes of Maunce Blanchot, Jean- 
Luc Nancy, Philippe Lacoue-Labarthe Ther 
concem was to reconshture the status of 
community in the aftermath ot May '68 


Communism ndicates an (es or a project 
whereas community seems to stand for a fact, a 
gen. Commurism declares dself n favour of à 
community which rs not gen yet, wfych gves 
itself as a goat (Nancy, 2001. 27) 


‘Which project are we spealang of certamly not the 
communst, but nether communitanan or 
communal. Under colectvity as communty whet 
15 tt that accounts for so well known a word ~ the 
common“ but also for a concept that has become 
so uncertain? 


The collapse of communism was met wah a libera! 
response that involves nothing more than an eager 
repression of the very question bengun-camman 


{which so-called real commumsm repressed under 
a common Being) (Nancy, 2000 43) 


That is nor true. Under neoliberalism we enjoy a 
“being-logethar ' f you like What we have m 
common 1s commerce and communication In one 
word the network The network organization ot 
work provides ine illusion ot surpassing the 
boundaries of the local dance community and 
breaking into the field ot the “contemporary 
dance" discipline In April 2003, when | was 
angulfed in engess discussions with a group of 
dance and theatre-makers at Tanzquanier, Vienna, 
in Order 10 research the concept ot research in 
contemporary performance praxis. we were happy 
to reach a consensus by way of an example Wile 
E Coyote and the Roadrunner the well-known 
canoon and metaphor. where the Coyote tirelessly 
chases the bird, iraversing the boundless fiat 
‘surface or the desert always keeping the sama 
never-to-be-bndged distance from the bird, until 
hs fips over a ciff, at the end of the road He 
never dies just leaves the Tull imprint or his body 
at the bottom of the abyss Only to reappear 
running again The running after the Roadrunner 
over the desert expands into a virtual map which 
constantly determonalizes movement, each action 
generating a fresh redeparture and a line of fight 
‘only measured by the invenbveness and speed of 
movement We took this as the metaphor tor the 
concept "field," the field of research The sudden 
break of the chase marking the fall from the cliff, 
and the vertca! landing on & bound temtory, we 
called community The two-dimensional image of 
the body mnscnbed mto the surface ends the 
pursuit with a trace The Latin terminus means 
"limi, border’ and was onginally the name ota 
classical derty whose human-like body gradually 
taded away into a dol firmly planted on the ground 
(Agamben 1899, 207) 


According to this see-saw model, research 
happens when one advances onto new ground 
with the potentality of spreading into a field of 
research And the inevitable pu!-torce ot the 
community, the localzaton - drags the fieeing 
individual down into the hierarchies of cultural, 
histoncai political contexts, institutions which 
prescnbe discourses and set limits to the 
actualiaton of possbiltes But this would be just 
amore cynical version of the Sisyphus myth, and 
we lack matenal coordinates, why not name them 
properly? The field is not just a plane of 
consistency, an abstrect idealization, as popular 
Deleuzian discourse has it In effect tis enabled 
and represented by networks ot venues, festivals, 
research labs, one-time collaborations flying 
programmers, showcase piatforms, online 
criticism piatforms, the internabona! scene In 
which makers are all forced to seek a value and a 
poston Or to be more modest we could say we 
are nct onty seeking but depending on 
positionality, a rocus of being positioned 
intemationaly rather than aspinng to the position 
as positions seem extremely mobile and unstable 
Al this because local community confines one to a 
fixed place, a frame ot belonging to a personal 
history, the role and the nght to certan meanings 
as well as to the production facilites assigned by 


ms 


the communal consensus. in other words, 
community intenatona yes, loca! no For local 
also involves beanng the burden of micro- social 
and pokbca! problems of thar particular 
community The strategy of a would-be radical 
figure of such a networked subectvay is to 
constitute ther own parallel network. 


You are an arust and that means you do not do t 
Tor the money That is what some people think. it 
15 a great excuse not to pay you for all the things 
you do So what happens is that you, as an arisi, 
put money ino projecrs that others will show in 
ther museum, m ther Kunsthalle, m ther exhiomon 
space, n ther gallery So you are an investor You 
gve loans nobody val repay you You take 
financial asks You speculate on yourself as an 
arüsüc asset You are a trader You cannot put al 
your money into one land of artisbic stocks So you 
diversiy your acivities. You manage the nsks you 
take You would say it differently | know You say 
you suer from a gentie schzophrena. You are 
mutpie personašties. You are a photographer but 
also a DJ You have a magazne, you are a 
pubésher, but you also organize partes You take 
photos from party people. You throw a party when 
you present a magazine, you meke magaznes 
with photographs of party people, you throw a 
party and you are the DJ You have a Di 
CoKectwe so you can wak around at your own 
pary, you tak io people and ask rf they want io 
pubish in your magazine, you make CDs, you 
present them with a party you make CD-roms 
with photographs of party people, you nsert CD- 
forms i your magazne, you want your readers to 
sten to your music, you want your party people 
io read your texts, you invite those who write in 
your magazine to come to your parbes you make 
4nsraliesons from photographs. You do interviews 
with people you meet you do interviews with 
people you would lke to meat you tel the people 
you meet about your magaane. You aisinbute 
flyers announcing your partes in the bars where 
you meet people for an mtervew You buy records 
m flea markets, you distribute flyers announcing. 
paries in the bar where you have a coffee after 
visitmg the dea market, you maka videos recording 
how you destroy the records you bought at the 
flea market, you liberate your country from its bad 
music, you Show the video m a gallery and you 
are a DJ at the verissage where you invite people 
who wrote for your magazne and enroy the party 
and beng photographed You invite other DJs to 
DJ anth you you are an MC and someone else is 
the DJ you welcome the people who came to the 
Party, you introduce people to one another You 
are an artist and you are a mediator. you mx 
records and you want people to max, you even 
mx photographs, you mux photographs of people 
you want to me. You tak to the people you 
photograph, they mate you to ther partes, where 
you tak to other people about photography You 
make T shirts with your name you have people 
weanng those T-shrts, you make them swear to 
wear your T-shirt when they go to partes where 
vou are nol. You are everywhere and you make 
people wonder where you are You are at home 
you are working on your Japrop, you are takmg up 


all your e-mail conversations where you lett them 
you are updating people on your projects, you are 
dong projects all the tme You call for tickets 
(Lesage. from “A Portrait of the Artist as a 
Worker’) 


The contemporary figure of author as producer 
resists the externally instituted market which would 
commodify its work because mt Is the mediating 
machine itself, producing not artwork, but 
producing productivity and a self-governed 
networkang The business of the freelance author 
involves the mutupicaton of activities, contacts, 
formats of work, collaboration and presentation, 
especially allowing for the work-in-progress: 
character for almost an entre opus, the artist as a 
project of oneself 


The model also lends an image for a community 
without work without an end-product, that is to 
say communaute desceuvree an iroperative ide 
community Idleness and inoperatrvaness here 
should be understood in allusion zo the Laninist 
question (whst Is to be done) There is nofhing to 
be done all that is needed seams pre-given or 
superiluous, and therefore, there is no economic 
or political urgency tor mobilising a community 
collectively Tha current systams of networking 
seem to offer a sufficient strategy for artists to 
organise thar economic and artistic independence 
without the frames o: collechvity On the other 
hand could be countered by the argument that 
the theatre community of tha lowlands, which | 
belong to Is famous ior collectmsm and a 
Baunaus-like ethic of collaboration It chenshes a 
saturating number of theatre actors collectives 
without directors, Tg Stan, Dood Paard, De 
Roovers, t Barraland, to name but a few who 
sprung up under the influences of the then 
nnovatory practices of Meatschapplj Discordie 
and who organized a system of clrculstion 
independent of Stadtsschouwburg repertory 
houses But then we would be speaking of 
collecimtes dominated by an instrumental logic 
artistic affinity plus nstrumantaliy rational needs to 
collaborate snose the Dutch and Belgian welfare 
states are also generous in providing structural 
funding 


The contemporary theatre collectives are not 
founded upon a quest for another framework of 
collectivity, another division of labour, by those 
very demands to go beyond professional 
specialization medum specificity and instituted 
production that fomed collectivities like Lung 
Theatre, Open Theatre The Performance Group. 
Werktheater (Amsterdam), Judson Dance 
Movement or Grand Union in the 60s and 70s 
For these demands are now partiy fulfilled the 
need for networks supporting experimental work 
the urge to experiment and go cross disciplinary 
are no longer transgressive the then pressing 
concern for collaboration not to speak of the 
cooperation ansing from the climate of political 
and social movements The more collaboration Is 
spoken or the more it is lacking, symptomatic of 
cnsis says Mynam Van Imschoot, critical of the 
Tetishization of star system matches and arüists" 
mobility "We shouldn't forget that collaboration 


doesn t undermine the aura of the Artst but t 
multiplies it " she comments (Van imsenoot, 17- 
18) and this epplies to the type of collaboration in 
favour today Meg Stuart and Gary Hill Jan 
Ritsema and Jonathan Burrows Jéréme Be! and 
Forced Entertanment/Tim Etchells Not thar these 
encounters should nof be intngung in themselves, 
but here | would like to point cut that the 
phenomenon of iemporary productive contact 
shifts emphasis on its programmation as a 
spectacular doubls-bill event Authors will 
exchange their specialities In the frame of one or 
two projects so as to hopefully amva at something 
third new and unknown, beyond ther respective 
disciplines However their intention to collaborate. 
Is not amed et modifying types of authorship or 
Producing à third-hand” identity to borrow 
Charles Green s tem for conceptualsing the 
Collaboration characteristic of the 70s the 
composite subjectivity of Gilbert&George, 
Manna&Ulay or the buresucratic" conceptual 
teamwork of the Art&Language group The work 
resulting from those long-term collaborations drew 
Its diversa interests from a crtique of natural- 
born salf-expressive individual artistic identity 
and therefore centred on constructng alternative 
modes or figures of authors Within Context #1 1s 
& similar strategy displayed in the performance 
Xavier Le Roy commissioned and signed by 
Jéróme Bel and realized by Xavier Le Roy But we 
have to be careful not to reduce it to a cynical 
game dealing with accreditations only This work 
doas not only discloss the contractual basis of 
authorship tha conventional act whereby the 
artworld baptizes the author by declaration It is 
more significant to note thet Xavier Le Roy 
chooses to work with Bel s collaborators- 
performers and takes his own pont of departure 
from Bel s The Last Performance, thus further 
reinterpreting and perheps aven exhausting Bel s 
Procedures af siaging the “death of author” 
Instead of tha speech-act tache ( am Jeróma Bel, 
Lam Andra Agassi | am Hamlet | am Susanne 
Linke ) Le Roy takes tha reversibility of tha sign 
to display theatncality ta hide, to show The 
performance takes place between a partition 
wheretrom a disguised performer comes on stage 
putting on different iconic mime-acts (Michael 
Jackson Manlyn Monroe Jesus Chnst et al} 
Xavier Le Roy by Jérôme Be! realized by Xavier La 
Roy comes out of collaboration where there was 
no collaboration, as Bel raports My collaboretion 
with Xavier Le Roy on my piece entitled Xaver Le 
Roy was on one hand total because ! did nothing 
and he did everything and on the ofher hand 
none as we almost naver spoke about the work If 
nof a little before the premiere (Ort. adopted from 
Van Imschoot, 28 ) However It is, inceed, a 
pertect case of collaboration where the common 
ls grounded on a shared discourse Here we arrive 
at the point that to ma seems most directly inked 
to the current states of issues like authorship 
collectivity or collaboration, and community 
intersection In contemporary European praxis The 
dimensions of this entanglement should be 
Carefully specified. though 


The states of authorship, 
“aboutness” and criticality in 
contemporary conceptualist 
methodologies m the face of 
collectivity 


Tha distnc: parackgm, which authonal postions 
and related quesbons overtly, critically and with 
methodologies conceptual to different degrees 
and direchons collects performances The Last 
Performance, Xavier Le Roy, 20 minedies for the 
20th century (Tino Sehgal), Powared by Emotion 
(Marten Spángberg) and perhaps we could add 
Urhonen und Autheben - ReConstruct Revisited 
(Martin Nachbar] to this senes | don't want to 
name It “conceptualst, " and spend the text 
analyzing the diversity of the conceptuallst 
approach, or the disagreament about this 
determnation There have been enough wntags 
and discussions of that | would like to pinpoint 
what is the common and the shared in tha 
discourse - s omucality, and Its politcal relevance 
and relation to the matters of collectrvity and 
community In these penormances, as well as in 
other works of Bel, Le Roy, Sehgal and 
SpAngberg, criteality involves different procedures 
of performing spectatorshio and in some cases. 
mentioned here, undoing the dispositif of 
dance/theatre performance Onticality rather than 
critique or criticism, here, means the importance 
of a non-effirmative focus on strategies and tactics. 
In which the spectator Is confronted with the. 
displacement of dance as an aesthetic (modernist) 
object and forced to deal with hes/her own 
disposition to receive the work 


With a praxs of performative cnticality, Bel Le 
Roy, Sengal and Spångberg. have contnbuted to 
another understanding of authorship, not to be 
associated with the Barthesian or Foucauidran 
demise ot authorship even though Bel s Last 
Performance rehearses the thesis | would 
Propose, here a type of authorship based on 
discursive INTERVENTION, by the effect of 
disturbing the spectacle of performance and 
wnting the wnting - écriture - of choreography 
One thing 3s certain they ars doing t alone. | want 
to sirass this work can only be done by the 
author of the conceot alone At most these 
authors share a community of discourse, out of 
which collaborations can spnng occassonalty, but 
there ıs no need to form collectives as such to 
help estabish the sovereignty of these authorlal 
interventions Collectvsm therefore is 
abandoned as st cannot support the most critical 
practices in dance today whereas it once used to 
be the engine of expenment and critique, like in 
the Judson Dance Movement and Grand Union 
collective Is the companson with Judson out of 
piace? 

Nof quite When Xavier Le Roy proposed 
EXTENSIONS four years ago, he created an 
extraordinary workang situation whereby the 
modas of producton and perception would be 
expenmented with insicie a flexible collective 


structure ‘ormed of dancers, performers artists 
theorebcians in its baginning EXTENSIONS 
was set up as 8 workshop end later on t 
appeared In different forma as a workshop 
presentation as a mixed programme with works 
by the diferent participants, as a scenic quotation 
in the frame ot the lecture-performanca Product of 
Crcumstances, andas an EXTENSION S 
workshop as a pece (see Husemann 2003) | 
remember reading a debate in which Nachbar 
enticed tha idea of companng E with tha Judson 
avents on the grounds that Judson s political 
acimty included choreographers administenng a 
financially independent autonomous structure (sea 
Xaver Le Roy Martin Nachbar Marten 

Spángberg “To dewate from the deviation itself 

", 82) Personally | don't think thar the condition of 
financial independence is crucial especially as | 
don't see any wabte alternatives to capital today 
What I'm more intrigued by, however concerning 
the comparison with Judson is another one of 
today's mpossbites the symptom of confining 
cntical attitudes to the object dance” or theatre’ 
the Impossibility of work to be about anything but 
@ self-referential self-validating “aboutness” That is 
why we prefer to speak of the politiené of ihe 
derce/theatre medum to cleming thet critiques of 
spectatorship or dispositif ere politice! with a wider 
relevance The sociel being Is ravolving around 
itself and no longer around something else Is the 
eboutness" of critical practices today doomed to 
be utterly self-reflexive in respect to dence and 
theatre? How else could It be cntical? Even for the 
Judson performances in the 60s which every once 
In a whila attempted to connect with polica! 
actualtes symbolically with protests. public 
marches, benefit performances and the Judson 
Flag Show, for instance. Yvonne Rainer denies any 
polrical relevarce (see Burt 9) The Judson 
performances were addressing a select audience 
who were always already comptait with the work 
both artisucally and politically To indicate a gesture 
to the outside to the impossibility of 
conceptualism to engege with social end political 
realities directly, Robert Barry stuck a note on the 
door of the exhibition space in 1969 saying “My 
axhibtion at the An&Project Gallary In Amsterdam 
in December 1969 will last two weeks | asked 
them to jock the door and nail my announcement 
to it, reading ‘For exhibition the gallery will be 
closed =" This gesture was reiterated in 2001 by 
the French group Bureau d études, who chose to 
seal off the exhibiton space of a converted 
indusinal building in the port cry ot Le Havre 
instead of Barry s sign they presented the visitor 
with a book, Jundic Park, which proved to ba a 
detasied set of maps to the “legal subsol of the 
city My reason tor digressing into visual art 
practices in short here is to show that, cungusly 
enough there is a number of art collectives that 
arose in the 90s with a particular mission and 
model of collective art production 


Collectives such as the abovementlonad Bureau 
d'études the Mile based agency for temtonal 
investigation mutaplety, the New Dehli Rags 
Media Collectve ia name the most famous ones 
have in common a heterogeneous set-up of 


artsts, theorehaans, media and saencc experts, 
architects et al, who gather ror projects that can 
only be realised collectively Ther work departs. 
from the conceptua!si shyt from obrect-production 
to comext-intervenvon, bur the use oi the 
theoretical framework simiar to contemporary 
dance conceptualism does not have an assihelic 
but rather a potincal purpose Theonsation or 
Dorders, power networks, the public and the. 
private in tha socisry of spectacle iads out of 
carcular conceptual self-reflection in art laboratory 
isolaton into an engagement with “the outside” 
an intervention mto the actual social and political 
realities, makng visible what ts invisible in media 
Spectacle It has thus produced a new model of 
artwork as documentation, using methodology of 
research and analysis and presentation m case 
Study, new media, cartographic diagrams, such as 
this one Commurnsms by Bureau d'etudes where 
we can get an exhaustive insight into the types of 
resistant communes and colectiwiies pracuced 
in art and society today What could be concluded 
out of thes story is that visual arts practices two 
decades arter conceptual art have rainvanted the 
critical use of visual medium beyond art autonomy 
Unika the art exhibrion, the dispositf of 
theaire/dance performance and production with 
ns bras on chansmatc authonty for leading and 
branding a cokectve process, and with its 
insistence on entertainment, is not disposed for 
the kind of anonymous impersonal collecive. 
commitment both as a frame of workng-together 
and as a critical and political necessity 


Self-determination and the question 
of art labour 


With an apocalyptic tone we might as well 
complete Ihe range of socal affects aroused 
about collectmity in performance Collectvsm is 
dead, « never had a chance in performance arts 
ether as a social phenomenon or as a political 
Project, not after its breakdown in the late 60s. 
The truism did it seems as f subsidized 
autonomy is necessary to make expenmental and 
Critical attempts m the field of performance And 
then we are speaking of euthors-indreduals, not 
collectives. who are capable of obtaining and 
guaranteeing quality for money In 1999, Bel Le 


exgned a maniesio for a European Performance 
Poicy- 


We are European 
We are atzens 
We are workers 
We are ansis 
We are perfomers 
We are independent. 
ids 
We want the European Community to 
resource artsts as much as art, 


invest in the ongoing needs and long term 
growth ot independent performers, 


actively support artists in research 
development and in the ongoing process of 
ther practices, in equal measure to the 
generation and placement of new works 


(4 


facilitate strategies tor cross-discplinary 
dialogues. collaborations and funding 
initiatives. 


Support new strategies for increasing audience 
awareness and appreciation, 


demonstrate a genuina commitment to 
innovation, nsk and hybndity 


actively develop, recognise and support a more 
important number of actve flexible and 
inventive artistic structures and inmastructures, 


{-) 


in as much as | would subscnbe to the same 
demands as a maker | wonder if the European 
Communny would or should respond to them It 
stnkes me that a manfesto, as a genre of 
expressing collectiva will, appears to mobilize a 
community when it comes to struggling for 
financial support But if we are disappointed by 
the fact that the only common instance to mobize 
a community is money, even when it is meant for 
exploring "hitherto unknown possibilities", then we 
had better know we are falling back on the 
expectations from community which communism 
and socialism are responsible for It is the old 
mogemist hope of rupture and innovation from 
which there is no turning back hope for a re- 
creation of the world, even when it only applies to 
the artworid 


With tha motto "let the world back in“, “assume 
relations to social and political realities", we cannot 
plead for a recourse to collecimism, because the 
same motto did noi work for past collectives, 
Such as Living Theatre or Grand Union. either, so 
why should It work now when there is no Ideology 
10 strnulate t? If we rethink new terns of 
collectvtty, should wa not consider its politics 
without ideological consolidation but politics 
thoroughly cntical of the economic frame of 
working, producbon and presentation? 


What couid be considered as potentiaity 
transformative and politically relevant in the 
present-day critical resistance in 
dance/choreography i$ the power of SELF 
DETERMINATION At this moment, it is 
determined to articulate. “This is choreography, ' it 
15, in other words, self-determmed by way of a 
speech act, assuming the role ot aralyhca! or 
critical self interpretation So far it manages open, 
flexible and contingent definrhons of dance and 
cniüque of how we are trained to perceve t But 
the dependency of ts critique on intemal, 
medium specfic matters of dance, because 
operating in the institutional context of theatre 
makes its critique bound to theatre dispositit 
could be dispensed wrh, if self determination 
would also apply to the frame of working What if 


there was a situation where makers would net act 
as authors in an mnsttutionalized colleboraton? 
And a frame of collaboration whose result would 
not need to comply with art-market requirements? 
A framework which would allow but not force 
production of contacts. not in terms of searching 
for new phenomena like cantact-mprovisauon, 
but an opponunity for singular connecbons 
inctons, mutabons between independent actors 
expenmentation which demands readiness ro 
disown one's intentions or maranals, because one 
18 not prmanly concemed with establishing one s 
own authorship This may sound like | am 
advocating an interest to form a collectve, but no 
‘only a proposal to redefine it The definition of 
collectvity | arn getting at dispenses with the 
conditions which, we think, make collectivity as a 
political force impossible, the canditons | 
discussed here, namely 


the totaltanan closure of collectivism in the 60s. 


tha type or authorship constituted in critical 
intervention in dispositif today 


end 
cultural policies regulated by liberal economics 


A community beyond these conditions or in spite 
Qr tham could start from four points which | 
presently propose and use to conclude this text 


There is & number A growing number of dance 
praatiioners engaged in expenments and naw 
concepts of dance and choreography There are 
usually always a number of participants gathenng 
around a project What is the importance of tha. 
number? Increasing the number of people 
involved in interaction. even if only from two to. 
three qualitatively alters the situation. What are the 
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Ovaj tekst o projektu Collect-If koji je producirala 
Maske | istoimenoj predstavi izvedenoj u 
Cankarjevom domu u Ljubljani u sječnju 2004 
saćinjen Je 1 potaknut. kako putovanjem, 
izmještanjem : slučajnostima sudjelovanja u 
projektu kao gledatelj kao čitatelj, kao pisac 
tako ; odsutnošću onoga što se može smatrati 
kohezvnim ili usmjerenim misljenjem pisanja o 
izvedbi Pokušavam dovesn u red brojna reakcje 
na projekt - | u isto vrijeme opirem se tom 
pnstupu upravo zbog ambivalencle samog 
projekta Collect If koji se, cini se, U isto vrijeme 
opire koheziji i pnhvaca je Projekt se sastoji od 
nekoliko međusobno povezanih elemenata 
genara&tivnog | kompozicijskog procesa koji se 
bavi tamom kolektivreta u stvaranju izvedbenog 
djela uključujući grupu od innaastak pojedinaca 
koji dolaze iz nekoliko intemacionalnih plesnih 1 
izvedbenih grupa, a povezanog s velikim 
produkcijskim | partnerskim mrežama (Troubleyn, 
Antwerp, Voorurt, Ghent, Zoe, Brussals FATI, 
Prague MedanaArt, ITP. Polverigi), (senje) 
izvedb, | dokumenta u obliku knjige koja teži 
izložiti procese Coflect-/f-a u takvim registnma 
koje predstava, vezana diapozitvom kazalište, 
zapravo briše ! 


To Su u manjoj i vecoj men, uvjeti nastajarva 
većina suvremenih predstava - proces zvedbe, 
dokumentacije - ako je u ovom skučanu jedno od 
certralnih pitanja koje postavlja projekt (barem za 
Ovog pisca) ono gdje “djelo počinje : završava, 1 
kako se ono odnosi prema autorstvu i stvaranju 
kolektivne prakse 


Gledam kroz prozor na visini od deset tisuća 
merara prema zaknvijenom honzontu gdje se srecu 
sloj oblaka i plavo nebo. Vidim debelu cmu crtu 
preknutu uputom koja se ponavlja NE HODAJ 
IZVAN OVOG PODRUČJA napisanu maim 
Crnim verzalom na vodecim | pratećim rubovima 
knia Zamišijsm kako koračam preko te granice + 
padam u neprsgledni mir ravnica oblaka koja se 
proteže sjevernom Europom dokle pogled doseže, 
hatajući kulturnim 1 jezičnim baryerarna 
povremenim vrškovima oblaka koji eruptiraju S 
gorrys površina krajolika oblaka sljedeći 
vremenske sustave u podnožju 


Da sam se jednostavno mogao pojaviti na 
predstavi, da sam možda mogao konceptualno 
odvojiti taj aspekt projekta od ostatka njegovi 
konstitutivnih dijelova - kao što ja, bez sumnje 
moglo mnogo ljudi koji su se pojavili u Cankarjevu 
domu te tmurne i hladne sječanjske naći, 
neuznemireni pitanjima odstupanja, recepcije | 
zatvaranja U suvremenim predstavarna - možda 
bih tada mogao napisat gravan pnkaz 
konvencionalnog sala provedenog u toploj t 
udobnoj tam: kazališta. Moj će pristup br kroz 
okupljanje nekih procesa projekta kojeg je 
predstava samo jedan aspekt, jedan od brojnih 
Javnih izleta kolektivnog napora da se tematizira 
‘status kolektviteta danas (kao funkcye) političkih 
socijalnih 1 umjetničkih svjetova'?, 1 ponovo 
skiapanjem nekih elemenata projekta kojima sem 
prye imao pnstupa To uključuje inicijali poziv 
(svibanj 2003) da napisem svoje razmišljanje o 
konceptu projekta. knjigu (studeni 2003) Collect if 


by Collect-if kolekoyu spisa koji odražavaju 
proširuju | dokumentiraju proces genenranja 
Izvadbenog objekta projekta. izvedbeni događaj u 
Cankanjevom damu (siječanj 2004) koji pruža 
priliku za razmišljanje o konvencijama kazališnog 
prostora, dekontekstualizacy 1 bnsanuma koje 
zvodi ‘intamacionaina umjetnost 1 ulozi publike 
kao sudionika u Collect If u 


Poziv 


Kao odgovor na inicijalni poziv u kolovozu 2003 
napisao sam sljedeće 


Vaša sam pitanja | tekst razmotno nekoliko puta i 
priznajem da sam prilično smeten ı zbunjen 
nekima od njih Možda sam naprosto krenuo 
pogrešnim redom 


Radije bih odgovorno na vaša pitanja drugačijim 
redom 


2 Smatrate Il kolektivitet problematikom koja 
uopće traži umjetničku pažnju? 


Sam pojam - kolektvitet - ima vrlo ideološki (| 
možda demodirani) ton u engleskom jeziku Jasno 
Je da kolektvnet kao modus oparandi moze biti 
problamatziran - kao Koncept/praksa on nije ni 
najmanja yednestavan! - a s obzirom na to koliko je 
umjetničko djelovanje (pogotovo kazaliste/plas) u 
osnovi prostor pregovora (u svom genenranju 1 
recepciji ) - onda Je kolektivitet našto camu se 
mora posvetiti pažnja Pretpostavljam da bih bio 
daleko sretniji s terminom 'kolaborativni koji više 
sugenra (barem meni) način zajedničkog rada koji 
se gradi na pregovaranju razlika, nego da naizgled 
nameós više 1: manje strog okvir jednakost Ill 
jednakovnjednost Ta me nječ ‘jednakovrijednost' 
također zanima - refenram na 'estetiku 
jednakovnjednost' koju je Knut-Ove Amtzen razvo 
U vazi s radom BAK -truppen gdje su svi 
elamentvizvori koji konstituiraju djelo smatrani 
Jednakovnjednima Pristup je tada kolektivan U 
nekom smislu, ali radi se o kolektivnosii koja ja 
uvijek već promjenjiva, fiuidna | kontingantna 


Pnjediog (ill odje rečeno "već realiziran 1 izvršen 
čin") jako je apstraktan - čini se da popnma svoj 
"oblik" ili polazište ız diskurzvne/konceptualne. 
Pozicije prije nego iz seta kontekstuelziranih 
Kolaboratvnih praksi Nisam siguran ye li to 
"umjetnička pažnja h diskurziwna/kritiéka" pažnja | 
volo bih da postoji neka razlika izmedu th dvaju 
stvari Ja | Colect-if modus operandi iz kojeg će 
se izvedbeni objekt' pojavit? - gdje se izvedbeni 
Objekt“ kraća s onu stranu, u pretjeranosti je 
sredstava koja ga genenraju? il je Collect-if piéce- 
&-thése u kojam izvedbeni objekt" artikulira (u 
momentu svojeg događaja! vlastita sredstva 
genenranja | pokušava predložiti odgovore na 
viastita ptanje? U tom mi smislu proces/prozvod 
predstavlja problem Kontekst Collect-if-a (kako je 
opisan) čini se da je oboje ali nije mi sasvim 
jasno kako je kolektvitet upotrebljen u vezi s bilo 
kojm od njih 


1 Što ovom projektu, po vama, nedostaje 1 što se oš 
treba razraditi kako bi se pitanju kolekivrteta pristupilo 
na razgovjetan relevantan k interesantan način? 


Rezervran sam prema ideji da umjetničko djelo 
'prstupa pitanjima 1 pitam se postoji i (li može li 
postojani) kad nužna (ih tocku po tocku) vezanost 
umjetničkog djea | određene skupine pranja 
Umjetničko djelo zaskjumo pradiaze pitanja stvara 
owore omogucuje nam da ponovo promisiimo 
veze Smatram da je vaše temeljno pitane na 
koje načine moze personaizirano/indmduaizrano: 
(ono što mozemo zvati 'zutizmom' postmodernog 
iskustva) nac: vezu s pojmom 
kolsktvnog/kolaborativnog, na koje načina moze 
umjetničko djelo biti participativno (i zato 
kolektivno) u nadilaženju pojedinačnog? - vrlo 
plodna polazna točka 


Čini mi se da ovdje nedostaje strategije koja bi 
zahvatia kontekst - kontekst procesa konteksife) 
"proizvoda kao 'onog što se pokazuje u javnost" - 
konteksta implksrane nizom metodologija 1 
procedura! U tom posljednjem impliciranom 
ispitivanju (i zato potencijalnom uznemirenju/raski- 
nutosti) autorstva' i okvira izvedbe skup je vrlo 
plodnih polaznih točki, mora pamyadba o 
"kontekstu" u vezi je s im koliko su 
zblljsk/pragmatički kontekst zvedbe zahvaceni? 
kakvi izbori mogu bit napravljeni (u ovoj faz) u vez 
s izvedbenim objektom - onim gdjekada koje 
konstituira sam dogedaj? Mislim ovdje na 
'strukture događaja - mogućnosti ne-zvedbe' ik 
'autorstva' potpuno predanog public: / drugom? 
Koliko je daleko zamišljena publika uključena kao 
djelatna u procesu / nastanku rada? (Problem je 
Qvdja u toma, | roga ste nesumnjivo svjesni, da se 
la ovim pitanjima već konstruram kao autor?) 


Još sam uvijek pomalo zbunjen onmes što izgleda 
kao kontradikcija (ili je barem u raskoraku) izmađu 
individualne odgovornosti, kolektivnog 'autorstva' t 
tradicionalne dimenzije autorstva' - ali 
pretpostavljam da se upravo o tome | radi 


3 Sto biste savjetovali izvođačima, na što da sa 
fokusiraju u njihovom radu na Collact-If-u? 


Savjetovao bih da se nječ ‘foxus’ izbnše! Cani me 
se da postoje neki potencijalno vrlo plodni; pristupi 
djelu u vazi s problematziranjen pojmova 
uokwravanja | vzualnosti (o čemu govorite u 
'metodologjama | procedurama") Možda bl sve te 
skopičke/spacijalne teme - koncentracija, fokus 
itd - trebale biti zamjenjene perfemiim pogledima 
(da upatnjeoim još jedan skopička pojam!) 


Knjiga/Tekst 


Dok knjiga Collect-If od Collect ff-a svjedoči o 
onom Što predstava ‘zapravo bnše', ona također 
osigurava doslovno | diskurznno mjesto za 
prevođenje ill transformaciju elemenata predstave 1 
procesa projekta u drugom mediju Kniga, sama 
Po sebi autontatvan objekt, sadrži scenanje 1 
proto-scenanje koji djelomično oviascuju : 
određuju predstavu, koji oblikuju koritinurtet ideja 1 
znacenja za niz izvedtu (Ghent Ljubliena. Prag) 
koje projektu daju vidljivost Ako se suvremene 
predstave pomu iz tradicionalnih ih 
Konvencionalni mjesta | odnosa (a nisam siguran 
da Collect if projektu to uspijeva) ako 
uspostavljaju prvremena mjesta razmjene 1 


imerakcre, ne samo kao zvon micrmacsa. vec kao 
mesta formacije 1 iransformacše - onda one 10 
&ne provalazec nacine da promijene občane 
forme, da izloze | ispitaju nese mjesto u svjetu 
mjesto umjetnosti | izvedbe kao estetske strategije 
ii drustvene akcije Ova prvremena mjesta 
razmjene prepoznaju ekologiju" procesa bez 
zatvaranja s kojima je konvencionalna umjetnost 
cesto povezana 


Mišljenje Marcela Duchampa da umjetnost ne 
sme bib remeljena na arbitramom, formalističkom 
ukusnom razmještaju statičnih formi. bio je molba 
da sa svijet pnpusti na drugačiji nacin nego sto ja 
'sikanje sike' kao sto ie pamyeto kipar Robert 
Moms (Moms, 1993 83) Suvremena praksa sve 
više maž urooište u prostonma | strategijama koje 
88 ogru 'sikanju slike! ii nečemu slicnom, baveći 
se radije drugim dinamikame 1 interakciiama koe 
uključuju njenu ekologiju“ svijest o njenim 
međuzavisnostma | kontekstima kao kutturalnim 
praksama U svjetlu ekoloskog mišljenja - koje je. 
najjednostavnije rečeno prepoznavanje 
kontekstuainin međuzavisnosti - izvedba ne može 
više bm mišjena odvojeno od okoliša - socijalnih 
kulturalnih, fizičkih - unutar kojih se događa. Ne 
moža više postojati prazan prostor - bilo da je neč 
o omg kutiji vi bijelog kocki ih praznoj stranici - 
nekritički promatran kao neutralan, neosponv, 
proziran ili a-kulturairu konsrukt 


AKO su laku potez dopnneeli kontnuranoj 
destabizacy konvencionalnih pogleda na kazakšte 
1 hijerarhijskih struktura njegova stvaranja | otvoni 
prostor zvedbe koji može sadržavati li pružah 
uloGSte plurainosh praks: ı diskursa, gdje su veze 
između teksta + izvedbe jednako tako utemeljene 
na neodređenost, slučaju, razic i specifičnostima 
lokacija kao 1 na dialogu pnd | sien: 
pradpostojeceg teksta, onda ce se takoder 
pristupi | stavovi prema stvaranju teksta 
prisutnosti teksta u cijelu | talon ma tekstuaine 
pasutnosti u budenju izvedbenog događaja počeli 
značajno mjenjati Nie samo forma (ili nedostatak 
forme} teksta ono što olakšava konvencionalne 
odnose zmedu pisana 1 izvedbe, nego učestalo 
ponovo iščitavanje pretpostavki koje leže u osnovi 
pojmova onoga što čini tekst, onoga Sto su 
megov materai postupa Sto je pisanje 1 gdje 1 
kako se odvija Tekstovi (uklučujući ovaj moj) koj 
sam sačinjavaju knygu Coiject-if by Colect-if 
pozconraju se djelomično kao prozvod čina 
bnsana (učinak izvedbe kao što urednik knjige 
Boana Ovejić, ukazuje), a djelomično kao postava 
tansfomurajućih i transtomativnih tekstova koji 
generau i strukturraju 1 knjigu | zvedbens. 
objekte 


A u lagano opresvno fam teatra sjedim pitajuci 
upliće samu sebe, ćini se vidiivom u kultun, 
probzuc kao kakva kompleksna molekula kroz 
politku tjela, kroz kolektivne puteve : puteve 
aneralne žeje ne mogu vise razdvojiti događaj od 
njegovog konteksta, od riegove proleznost u 
drugi medi, od svakodnevnog od setnje koja me 
Je odvela tamo, od knige kaju nosm sa sobom, a 
koja sada tekstove koz hrane drugi dio 


kolektivnog procesa, koji su povezani s drugim 
tekstovima 1 izvedbama, od događaja u drugim 
kontekstima 1 mjestima koja ce doprinijeti zivotu 
ovog projekta ovom okupljanju, disanju, 
distribuci mdividualnih zivota, vizija, snova, 
energija! : pitam se na koje nacine mi (kao 
gledatelji, kao voljni it pnsilni svjedoci) sudjelujemo 
u kolekivnost koju sugenra kazališni prostor, koju 
proklamira djelo 


Izvedba 


Izvedba počinje čitanjem oproštajnog pisma - 
bilješke samoubojice (koje odgovara na inicijalno 
pitanje projekta sto čini namoguci čin na pozornici) 
= koja postavlja tenzju između indivdualnih 1 
kolektivnih epizoda kog formiraju strukturu 
ivedbe Postavlja ptanje koje podupira ciglu 
putanju projekta Stojim li zasta ovde sam 
samcat?' Pram se je li pozomica ili umjetničko 
djelo zapravo sam položaj nemoguceg | 
nevjerojatnog, položaj gdje kolsktvno priznanje 
koje nadrasta svakodnevno može biti doživljeno, 
položaj koji nikada nye fiksiran ili vezan za 
konvencionalni prostor izvedbe ili umjetnosti A to 
također može bm čitano kao konstantna i 
ambivalentna dinamika izvedbe da je njena težnja 
genenranju formi kolekbvnog autorstva konstantno 
potkopavana izborom prostora Izvedbe, 
apsorbirana hegemoničnim konvancijarna 
kazališnog prostora, a pogotovo vezom Između 
publike | izvođača Amblvalencya pranja uz 
konstaninu napetost između pojedinca | kolektiva, 
sako fokus predstave ostaje konvencionalan- U 
knjizi Collect-if Em! Hrvatin piše u svom pismu 
‘Avant Medana o tekstu za izvedbenu strategiju 
kolektivnog samoubojstva, percipiranog na 
pozornici kao slika kolektiviteta, onog što on zove 
‘aboutness ("objekt umjetničkog rada") 


Ono što želim reći, to rye kolektivno samoubojstvo 
niti njegova reprezentacija, nego je to o tome 1 ta; 

objekt umjetničkog rada“ ( aboutness') upravo je 
ono što je nazanimhivije u suvremenim 
umjetnostima. Procedure | relacys realnosti prema 
realnost u umjetničkom kontekstu proizvode 
pomake u percepciji gledatelja ( ) Opet ta 
“objekt umjetničkog rada" je ključni [Hrvatin 1 
Cveć 2008 126-27) 


Čini se da je ova linija mišljenja u srcu Collect-if 
projekta 1 u srcu njegove problematike relacija 
između samog djela | njegovog stvaranja 
recepcie | reprezentacije 


Ranih je pedesetih pjesnik (i potom rektor koisdža 
Black Mountain) Charles Olson pnmyetio da u 
kontekstu posimodernog, umjetnost nye vse o' , 
nama više umrtvljujuću 'desknptvnu' kvalitetu, 
"vec je jednaka (..) realnom samorn' koje 
participira u aktivnim intelektualnim stanima 
metafore 1 izvedbe 


da nam se stvar bilo koja stvar namece vaznyom 
činjenicom, svojim samo postojanjem bez 
refenranja na bilo koju drugu stvar, ukratko samim 
svojim karakterom kojim njena posebnosti ) 
praci nasu paznju To je ono s čime se 
suocevamo, ne 'klasa' sivan bilo koja hijerarhija 


* Za dublu analizu ermcnacee 'ne- 
prostora 1njnovh uljecsja ns kor 
strukciju zaednio<h mednos aa 
napnmjar Merc Auge 11995 Non 
Places introduclion |) an anthropo.c- 
s of supemodemity, prev Jorn 
lowe Lordon Verso ili ajelo Jenny 
mower nor njenu nsalactu ra 
Schiphol asrodromu u Amssrdarru 


3 Vidi članak Aniiréa Lapeckja 
Histoncal Oust and the Groun? cf 
Viclence u Periormance Research 
Vol82 Bodlescapes (pan 2002) 
Zatvaian sain Davidu Wi ems. što 
me je upulo na geh Paula Carera 


[o 


kvalilele ii kvantitete, vec stvar sama 1 nena 
relevantnost za nas kog smo njeno iskustvo (...) 
(Olson (1951) 1966 56) 


Dok je Oisonov postmodem: pogled bio dio 
promjene kuitume klime koja je imomirala 
kolekmizam npr, Lung Theats-a čuje 
patormans Iz 1968 Paradise Now prisvojio Istu 
dinamiku kao slika ko'e«trmog samoubojstva 
anakza | pozicioniranje kuturalne akcije | 
mogucnost neposredovani prenosa 1 pnsutnost 
u izvedbi postali su probiermerikom suvremenih 
izvedbi Kao što Emil Hrvatin kaže, "objekt 
umjetničkog rada" ("aboutness*) je ono 
najzanimljivje u suvremenim umjetnostima 
dvostruko iskliznuce I lutanje između realnog i 
Njegovih reprezentacija, gubitak samopouzdanja | 
konsenzusa : pitanja pozicioniranja | položaja koja 
to uzrokuje 


Taskoce | amberaloncije projekta prepoznate su 
tocno ovdje pogotovo u vezi s izvedbenm 
objektom njegovim položajem unutar 
konvencionalnog kazališnog prostora. da 
reprezentacija kolektviteta kolektvnog radnog 
procesa Cošect-If projekta nie 
upreorenje/cdredba kolektrvnost' nego ostaje 0 - 
aproksmacia Ducnampowm nečime 
*aproksimarivna rekonstitucija mjere dužne {vici 
Rothenberg 1995 173) 


Jah umjetnost o' ii ona me nikad vise od 
terutka kolektivno ih ndividuamo doživjenog - 
ilurunacne, načišće vae ‘pols su oči' kao što je 
rekao Olson Trenutak (ponoviiv. ne samo za 
pojedinca) jasnoće, fascinacije Rikeovm riječima 
strave 


Spisateljica i teoratićarkea Karen Hermass opisala 
je kolektivni poredak kazališta u klasicno antici 
Shedecm nječima 


polumjesecom, koj se spušta u brdo kao 
djelomično zložen grob, ^ri se da se populacija 
cyeng sala kolektivno pojavljuje da tx utjelovila 
svoju vlastitu povijest, Svoje nesvjesno, svoje 
potpuno naskede u ecnom zemaljskom živom 
simbolu | ) Kazaište nje bio defiwano dizanom 
pozomvce {iE glumcima) | (nego) je bio umjetnost 
čije je značenje ovisio o percepcg publike 1 
sposobnost sjećanja. Pnmrenjeno prvo na prostor 
kojeg su okuprat gledatelj: svjetsko je kazakóte. 
trebalo mpicran određenu vrstu Dubike njegovi 
gledateći moraju naučiti videt: 1 djelova po oncm 
Što oce iHernass: 1979 3) 


Za Karen Hemmass kao 12a Charlesa Olsona ‘pols 
su oći" kolektivno svjedočenje i oblikovanje 
iskustva trenutak ikaran ši skrucen) promjene 
kac na primjeru (vec gotovo 100 godina starih) 
Duchampovih "Three Standard Stopoages' (1913 
12 


Tar je ekspenment napravljen 1913 da bise 
zatocše : očuvale forme dobrvene slucejem mom 
slucajem U isto vrjeme. jedinica duzine jedan se 
ravan metar pretvono u zakien a da nje 
zgubo svoj identitet metra. dok je istovremeno 
bacao pataizčku sumnju na koncept ravne inje 


kao najkraceg pura od jeane točke do druge 
(Duchamp 1964 1973 273) 


Metafoncka je analogija ovdje trenutak pomaknute 
percepcije koji se javlja kad rad prvaci nasu 
pažnju na svoju partikulamost’ na svoju 
“aboutness”, na pnmjer u trenucima kad rad 
nadmasuje svoje reference - svoje veze s 
"aboutnes$ svoju intenekstualnost svoja 
desknptivna Gtanja - kao na primjer u djelu 
Rebecce Murgi Half-Leg solo koji pocinje nasilno 
restruktunrati predodžbu : percepciju publike 


Prostor 


Gledam s ruba kizalšta u kruzece ruke mašine za 
snijeg, pahuljice padajuci lutaju prema stotinama 
žena, djece | muškaraca koji kruze ispred jeftinih 
drvenih fasada alpskih kucica u svicarskom stilu 
tromp ! oe planina ! alpskih pasnyaka Slušam 
muziku senzomo basanje svakodnevice, 
konstrukciju “bme-out'-a, zone slobodnog vremena 
s ogradom na rubu prstena Vidim kolektvnu 
aktivnost koju oblikuje vještina, tehnika 1 stručnost 
fi njen odgovarajući kulturalni nedostatak. jer 
usprkos Torvi! 1 Deanu ovo je južni Devon. polu- 
tropska mikro-kims), kolektivna aktvnost 
konstuirana s high tech osvjetijenjem, elementima 
za fitnranje sigurnosnim sustavima, ekonomskom 
kontrolom, ulazima | izlazima : 90-minutnim 
vramanskim okvirom Klizalište je hladna površina 
na kojoj su tragovi straha 1 užitka upisani 1 zbrisani 


Konvencionalni prostor predstave - "površina 
receptora' - površina ill to na kojem procesi 
reprezentacye mogu biti sklopljeni bez obzira radi li 
se 0 praznoj stranici ili konvencionalno neutralnom 
ill praznom prostoru kazalista problematiziran je u 
knjizi Paula Cartera iz 1996 0 kolonyalzmu The 
Lie of the Land 3 Carter nastavlja na primjedbu 
Paula Valeryja (u knjizi Poezija | apstraktno 
mišljenje) da 'stanje duha čovjeka koji pleše nije 
ono čovjeka koji se probija kroz tešku zemlju čije 
topografsko istraživanje ilı geološki prospekt radi“ 1, 
rainterpretirajuci to u svjetu kolonjaizma Tvrdi da 
"čovjek kop pleše može uživati u određenom stanju 
duha apsorpcii u vasttom pokretu | ) zbog 
prethodnih aktivnosti istraživača ı nadglednika" Te 
prethodne aktivnost stvaraju uvjete za pojavu 
plošnog tla koje zaposjeda piesač - 1 u proširenom 
smislu, pjesnik, govornik | glumac Metafizicko tlo 
koje zapadna umjetnost pretpostavlja. plošno, 
Ineamo čvrsto - pretpostavlja mobilno, 
asmeinčno varjabino-otporno tio teske zemlje" 
(1 On tvrdi da se konvencionalna pravila 
reprezentacije. pojavljuju djelomično zato jer je 
okoliš koji je mogao određivati i usmjeravati 
poeticke forme, Neutralziran činom uključivanja 
istovremeno konceptualnim 1 arhrtekturalnim (- } 
Do određene mjere zatvaranje zapadnih poetčkih 
oblika raste z osjecaja da se okupira pozornica 
prie nego ilo koje zraci Podvojenost Collectifra 
kao predstave 1 kao projekta koji se zeli baviti 
temama | implikacijama kolektivnosti 1 autorstva u 
suvremenoj zvedbi locirana Je u njegovoj 
sposobnosti da zaposedne | bude zavosjednut 
konvencijama pozornice, njegovoj nemoguenosti 
da okupira ‘to koje zrači“ integracyu 


kontekstualnih i sudioniékih pokreta koji bi slomili 
konvencionalne granice između izvođača ı publike 
Izmedu prostora pozornice i sudionickog okoliša 


U uvodnom dijelu svoje nova knjige Tne Art of 
Travel Alan de Botton artikulira napetosti zmeđu 
preduđenja | prozrvljenog iskustva mjesta kao 
odredišta koje dolaze sa shvaćanjem da nehotice 
dovodimo sami sebe sa sobom na otok (de 
Botton 2003 20) 


Čini se da, za razliku od kontnuwanih trajnih 
zadovoljstva koje predvidiamo, sreca sa, 1 u mjestu 
mora bili kratak i ( } očito slučajan fenomen 
interval u kojem postižemo prjemljivost za svijet 
oko nas, u kojem se pozitivne mish prošlosti i 
budućnost zgrušavaju ! anksiaznost su ublazene. 
Ah u tom stanju njetko kad zorhmo duže od deset 
minuta (2003 20-22) 


| kasnije 


na povratku s mjesta možda prva stvar koja 
nestaje iz sjećanja jest koliko smo prošlost: proveli 
Zadrževejući sa na onome sto je trebalo doći, to 
Jest, koliko smo toga proveli negdje drugdje nego 
tamo gdje smo bili Postoji čistoća 1 u sjećanim ru 
predeadanim vizijama masta io je mjesto samo 
kojemu je dozvoljeno da strši (2003 23) 


Tay osjećaj Izmeđ-osti (between-ness) primjenijiv je 
na Collect-f projekt i u smislu ambivalencye. 
njegovog istraživanja dinamike kolektivitete 
njegove nelagoge u lociranju samog sabe kao 
izvedbe 'Mjesto' je kolektiviteta - teze pnje nego 
prakse - ono kojemu je dozvoljeno da strši Vizije 
tog kolektivnog mjesta kakva je postignuta u 
predstavi moment kolsktivteta samog. 
konstantno je potkopavena | problematzraan 
kontekstom predstave djelomično nedotaknutom 
vezom između izvedbe | Njena publike | konvencija 
prostora unutar kojin se som izvedbeni događaj 
odvije To je takoder djelomično postavljeno 
povijesnim tendencijama. Inteneconalnog 
umjetničkog djela - mreže internacionalnih 
produkcijskih kuća - de se obnšu specifičnosti 
mjesta ! konteksta ili da se možda pretpostavi da 
se konvencionalna nautrainost | kojsktvna 
anonimnost kazališnog prostora nekako ne treba 
baviti problematikom mjesta | smještanja u 
njegova formalna istraživanja prostora, s 
pnhyacenom neutralnašću crna kutye 1 li bijela 
kocka koja 'nema sećanja i gdje nam nitko ne zna 
imena Projekcra tekstova koja teče za vrijeme 
prvog dijela izvedbe, autorizirana tjekom procesa 
Collect-/f. a koja pokazuje razdvajanje mikro- 
narativa | tekstualnih strategija takoder priziva De 
Bottonov opis aerodromskih informacyskih 
zaslona 


Konstantan pozw zaslona od koyh neke prati 
nestrpljivo pulsiranje kursora, sugenra s kojom 
lakoćom naši nazgled uvnježeni zivoti mogu brt 
promijenjeni ako prodemo mz hodnik i popnema 
se na avion s kojim ćemo, ze par Sati sletjeh na 
neko mjesto kojeg sa na sjećamo 1 gdje nam nitko 
ne zna mena (de Botton, 2003 39) + 


Analogije se ovdje povlači s izmještanjem 
kazališnog prostora (a ovdje misim na 
konvencionalni fizicki prostor kazališta) kao javnog 


prostora kolektivnog sanjanja, aspiracija | čeznji 
koji je sada konsuturan na takvim suvremenim 
tockama pnjelaza 


Publika 


Predstava također uspostavlja diskurs između 
informirane publike kako je publika konstituirana, 
što je ono za što se pretpostavlja da ona donosi u 
prostor predstave, koje zajedničke ločke il raziike. 
{ako th ima} ona dijel 1 kako su on uokvirena i 
transformiran lokacijom događaja - plošnim i tiom 
koje zrači koje predlaže Paul Carter - informe 
izvedbom lutanje između slyeda elemenata 
('vazanih dispoztvom kazalište') koj konstiturraju M 
sastavljaju izvedbeni događaj 1 ndmdualnih 
Izvođaca 1 njihovih paloga Koy doprinose osjecaju 
kolekbvnog iskustva igdje pubika nija samo 
odabrana kao pasivni promatrač koji gleda (i 
povremeno sa čuje) 1, u zadanom širem kontekstu 
+ poteškoćama takve ideje 


informe js stalno održavanje potencijala! (adi 
Warr, 1998 120) koje možda traži da okvn 
granica, uključenost : sudjelovanje publike i 
konteksta budu također dio djela | presprtar kao 
takvi Publika je smještena negdje između same 
Izvedbe - odmatanja jezika | izvedbenog 
ponašanja u relatvno stabilnom ı predvidivom 
okruzenju (konvenconalnoj neutralnosti kazališnog 
proslora) - ı diskursa procesa u kojem publika 
može samo djelomično sudjelovab - radnog 
procesa | njegove dokumentacije u onim 
registnma koji izvedbu vezanu dispozitivom. 
kazalište, zapravo brišu! 


Usprkos (il pnje upravo stoga) problematici toga 
gdje rad počinje + završava - proces, zvedba, 
dokumentacije - snaga projekta + njegovih izvedbi 
njegove predstave lezi u njenoj sposobnosti da se 
smjesti između raznih načina vlastite prisutnosti 
kao djelo koje ne može biti reducirano na bilo koji 
svoj dio (ih čak svoje skters) To je također 1 njene 
slabost + jer je "rad" cijelo vrijema vraćan natrag 
oblama svoje pojavnosti - radnom procesu knjizi 
kaza:šnom prostoru, r čini se da u svakom od nih 
(možda najmanja u aspektu procesa) ima 
kontraproduktivno djelovanje - da nije u stanju 
realizirati svoju aspiraciju da nadiđe 
konvenaonalne konstrukte, bili om kazalište ilr 
knjiga. izvedba u Cankanevom Domu pokazuje se 
unutar konvencionalnih ı očekivanih form: ronična 
U SVOJ vlastitoj nemogućnosti da stvon kolektivno 
iskustvo ili da slomi granice između publike 
izvedbe | konteksta 
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Ths wnting on the Maska Productions project 
Cofect-if in its performance at Cankarjev Dom 
Ljubijana (January 2004) is framed and prompted 
as much by travel and by the displacements and 
contingencies of partxapaing in the project as 
audience, as reader, as writer as it is framed by the 
absence of what might be considered a cohesive or 
rected vew of vntng about performance | find 
mysa trang to bang a number of responses to the 
project into some sort of order = and at the same 
time ressting that approach precisely because of 
the ambivalence of the Collect if project itself which 
Seems et once to both resist and embrace 
cohesion The project consists of a number of inter- 
linked elements a generatve and compostiona! 
process which sets out to addrass the issue of 
cdllectmity in the making of the performance work 
involving à group of thirteen (or so) nonaciuals 
drawn from a number of ntematonal dance and 
performance groups, and linked to e larger 
production and partner network (Troubleyn, 
Antwerp, Vooruit, Ghent, Zoe, Brussels FATI 
Prague, MedanaArt, and ITP, Polvengi) à (senes of) 
performance(s) end a document in the form of a 
book which seeks ‘to lay out the process of 
Collect-if in those registers which the performance, 
bound in the depositi of theatre, erases in effect’ * 


These are to à greater or lesser extent, the 
conditions for most contemporary performance - a 
process, à performance, e documentabon - though 
In ths case one of the central questions rased by 
the project (at least for this wnter) Is the queston of 
where the ‘work’ begins and ends and how it 
relates to authorship and to the making of a 
collective practice 


Hook out Of the window at ten thousand meters to 
the curvng honzon where Cloud layer and blue sky 
meet | see a thick black ine interrupted by s 
repeating instruction DD NOT WALK DUTSIDE 
THIS AREA in smal! black capitals on the leading 
and traing edges of the wing | magina steppng 
over this boundary and faling into the vast calm 
flatland of cloud which stretches over northern 
Europe as far as the eye can see anfting across 
cultural and language boundanes occasional peaks 
of cloud erupting from the upper surface of the 
Cloudscape tracing weather systems below 


Perhaps ff] could have simply turned up for the 
performances if! could conceptually separate that 
aspact of the project from the rest of its constituent 
parts - as no doubt many people who turned up to 
Cankanev Dom on a sombre and cold January 
right did, untroubled by questions of departure, 
reception and closure m contemporary performance. 
= then | could perhaps wnte a straght forward 
account of a conventional hour or so spent m the 
warm and comfortable darkness of the theatre My 
approach here is to collect together some af the 
processes of the project of which the performance. 
was an aspect, one of a number of public outings 
of a collective effort to address the ‘status of 
collectivity today [as a funchon off poktical, social 
and art worlds’? and re-assemble some of the 
elements of the project that I have had access to -~ 
These include the nna invitation (May 2003} to 
refect on the proyect’s concept. the book 


(November 2003) ‘Cotlect-f by Collect f a 
Collection of texts which provide scnpts that echo 
extend and document the process of generating 
the project s performance object, and the 
perormance event in Cankarjev Dom (January 
2002) whch provides an opporunry to reflect on 
the conventons of theatre space, the de- 
contextualsation and erasures performed by 
‘international art, and the role of the audience as 
participants in Collect-/£ 


Invitation 


In response to the ntal invitation, | wrote the 
followang in August 2003 

I've approached your questions and text several 
times and confess to being rather baed and 
confused by some of It Maybe | ve just grabbed 
the wrong and of the stick | would rather take your 
Questions in e different order 


2 Do you consider collectivity a problematic which 
asks for arbstic ettenton at all? 


Tha term tsa - collectmity - has a very ideological 
(and perhaps outmoded) spin in Engish Clearly 
collechvity as à modus operandi can be 
probiematised - as 2 concept/ practice it is by no. 
means straight forward! - and nsofar as much arts 
acimty (esp theatre/dance) is essentally a 
negotated space (n its generation and reception) - 
then collectivity is something that has to be 
addressed and given attention | suppose | would 
be far happier with the tem ‘collaborative which 
suggests (to me at least) a means of working 
together thet bullds on the negotiation of 
difference(s), rather than seeming to impose a mons 
or less strict framework of equskty or equivalence 
This word equivalence" too 1s of interest to me - the 
reference being to the ‘aesthetics of equivalence 
that Knut-Ove Arntzen developed in relation to 
BAK-truppen's work where all the elements/ 
resources that consttuta the work are considered 
as equivalents The approach then is collective in 
some sense - but a collectrvity that is always. 
already mutable, flud and contingent. 


The proposal (or rather the ‘already realised and 
executed act’) is very abstract - seeming to take its 
'shape' or starting pont from a discursve/ 
conceptual position rather than from a set of 
contextualised collaborative practices | am not sure 
whether this is 'artistc attention or 'discursive/ 
cntcal' attention and | would want there to be some 
distinction between the two Is Collect-if e modus 
operandi from which a ‘performance object’ wil 
emerge? - where the ‘performance object’ moves 
beyond is in excess of, the means that generata t? 
or is Collect-if a péce-s-thése in which the 
"performance object articulates (in the moment of 
tts event) its own means of generation and ettempts 
to propose answers to its own questions? | have 
problems with process / product in this sense The 
context (as descnbed) of Collect-/f seems to be 
both or these - but l'm not really clear how 
"collechvty' is being used in relation to ether 


1 What would you suggest this project lacks and 
needs to further elaborate so as to address the 


question of collectivity in an mntelhgible relevant or 
interesting way? 


| suppose | have reservations about art work 
addressing questions’ and whether there is (or can 
be) ever a necessary (or point for point) connection 
between the art work and a specific set of 
questions The art work certainly proposes. 
questions creates openings, enables us 10 rethink 
relationships | think your underlying proposal in 
what ways can the personalised/ individualised 
(what might be called the autism of the 
postmodem experience) find a relabon 10 the notion. 
of the collective/ collaborative in what ways can the 
artwork be participatory (and therefore collective) in 
excess of the individual? - i$ à very generative 
starting pont. 


What seems to ma to be lackng hera is e strategy 
that accounts for context - the context of the 
process(es) tha contextis) of the 'product' as "that 
which Is shown in a public domain - the contexis 
Implied by list of 'methodologies and procedures 

In this last the implied interrogation (and therefore 
potential disturbance’ disruption of authorship’ and 
performance frame is a set of very lruirful starting 
paints, my point about context is also to do with 
how far are actual/ pragmatic contexts of 
Performance being unpicked? what choices can be 
made (at this stage) about the performance object - 
the where/ when that constitutes the event itself? 

| m thinking here along the lines of 'event structures 
- the possibilities of no performance’ or 
"authorship" given over entreaty to the audience/ 
other? How tar is the Imagined audience involved 
as agency in the process / generation of the work? 
[Problem here as you will no doubt be aware iz 
that I'm already constructing myself ar author 
through these questions’) 


[stil am a bit confused by what seems to be 
contradictions (or at least mis-matches) between 
individual responsibilty collectve authorship’ and 
tradinonal dimension ot authorship + but | suppose 
that this IS the work 


3 What would you advise performers to focus on in 
ther working on Callect-It? 


| would advise that ihe word “ocus' is deleted! It. 
seems to me that there are some potentially very 
frutful approaches to the work to be made in 
relation to problematising notions of framing and 
visuality (as you suggest n methodologies and 
procedures!) Perhaps all those scopic/ spatial 
terms - concentration, focus etc. - should be 
exchanged for e more peripherial vision (to use 
another scopic termi) 


Book / Text 


Whilst the book Collect-/f by Collact-If. evidences 
what the performance erases m effect’ it also 
provides a Itera! and discursive site for the 
translation or transiormaton of elements of the 
performance and the project s processies) m other 
media The book in itself an authoritative object 
contains the scripts and proto-scripis that in part. 
authonse and determina the performance which 
form a continuity of ideas and meanings for the 


Senes of performances {Ghem, Ljubljana, Prague) 
That ge the project its asibüly tf contemporary 
perormance moves out of vadibonal or 
conventional sites and relanonships (and I'm not 
sure that tha Collect-i project does), if it sets up 
Temporary sites of exchange and interaction not 
‘only as sources of informaron, Dui as sites of 
formation and ‘ransformason - then it does so by 
finding ways 10 alter habitual forms to expose ana 
question cur place in the world, the place of art and 
performance as aesthetic strategy or as socal 
acton These temporary stes of exchange 
recognise an ‘ecology’ of process without ihe 
closures often associated with conventonel art 


Marcel Duchamp's view that art making has to be 
based on terms other than those of the arbitrary 
formaliste, tasteful arrangement of static foma 

was a pisa 10 let the world in on terms other than 
image depiction’ as the sculptor Robert Moms 
noted (Moms 1993 83) Contemporary practice 
incroasingly seaks refuge in sites and strategies that 
resist image depicbon or rts equivalents, 
concemng itself rather with other dynarncs and 
interactions including rts ‘ecology’ the sense of its 
interdependencies and contexts as a cultural 
practce In the ight of ecological thinking - which is 
at is smpiest a racognshon of contextual 
interdependency - performance can ^o longer be 
thought of as separate from the environments - 
socal, cultural physical - within which it takes 
Place There can no longer be an ‘empty space’ - 
whether black box or white Cube or blank page + 
uncntcaly vewed as a neutral uncontested 
transparent or a-cultural construct 


if such moves have contnbuted to the continuing 
destabizaton of conventonal views of theatre and 
the hierarchical structures of its generation and 
Opened a space oi performance which can conten 
Or ‘shelter’ a plurality of practices and discourses 
where relationships between text and performance 
are predicated às much on indeterminacy, accident, 
diferenca and the specifics of locaton as on 
dialcgue, narratve and the shadow of the pre- 
existing text then approaches and attitudes to the 
generaton of texts the presence of the text m the 
work, and to the residues of textual presence in the 
wake of the performance evem wil also begn to 
alter significantly ft is not just the form (or lack of 
form) of the text which facilitates in conventional 
ralabons between writing and performance, but an 
increasing re-reading of the assumpbons that 
underlie the notions of what consttutes a text wnat 
its matenal treatments are what wnting is, and 
where and how it takes place The texts (including 
my own) that make up the Colfect-ff by Collect-tf 
book positon themselves partly as the product of 
an act of erasure (ihe effect of performance, as the 
book s editor Bojana Cveyé indicates) and partly as 
a set of transforming and transformable scnpts that 
generate and structure both the book and 
performance objects. 


Ana m the sightly oppressive darkness of the 
theatre | sit wondenng where things start. where. 
things finish. how performance - as aci; as event, 
as consiruct as object anlerweaves seli makes 
tsef visible in culture. running ike some complex 


molecule through the body politic through 
collectve and animal desire-paihs, ! can no longer. 
Separate the event from its Context from ts 
extension into other meda from the everyday trom 
tha walk that takes me there from the book that i 
carry with me that contains texts that feed another 
part of the collective process, that ink to other 
wrriings and performance from the events in other. 
contexts and places that will coninbute to the tfe of 
‘this project this gathenng breathing distribution 
of individual ives, visions dreams, energies - and 1 
wonder in what ways we fas spectators as willing 
or coercad witnesses) participate in the collectivity 
thet ihe theatre space suggesis that the work 
proclaims 


Performance 


The parformance starts with the reading of a 
"farewell letter - a suicide note (responding to an 
nia! project question of what constitutas 
impossible acticn on stage) - that sets up a tension 
between the indivdual and coleciive episodes thet 
form the structure of the performance It poses a 
question that underpns the whole trajectory of the 
project Am | really standing here all alone? 


(wonder if the stage or the artwork is in fact the 
very locaton of the impossible or improbable a 
location where a collective recognition that exceeds 
the everyday might be experienced a location that 
IS never fixed or bounded to conventonal 
performance or art space And this tco can be read 
as a constant and ambivalent dynamic of the 
performance that ts aspiration to generate forms. 
of collective authorship ure constantly compromised 
by the choce of perfomance space absorbed by 
the hegemonic conventions of theatre space and 

m particular the relationship of audience and 
performer The ambivalance coheres too in a 
constant tension between the individual and the 
collective, yet the focus of the performance remains 
conventional in the Collect-If book Emi Hrvatin 
writes in his letter Avant Medana of a script fora 
performance strategy ot collective suicide 
witnessed on stage as an image of collectuty of 
what ha calls 'aboutness 


What | want to say, it is not collective Suicide and it 
18 not the representation of it but tis about it and 
this aboutness is exactly what is the mast 
interesting m contemporary arts Procedures and 
relation of realty towards realty in the artiste 
context produces shits in the percepbon of the 
spectator f- J Again this aboutness is crucial 
(Hrvatin in Gveyé, 2003 126-27) 


This line of thought would seem to be at the heart 
of the Colect-if project and at the heart of its 
probismate the reiaton between the work itself 
and ts generation reception and representation 


In the early 1950s the poet (and then Rector of 
Black Mountan College} Charles Olson observed 
that in the context of the postmodem art is no 
longer ‘about’ no longer has a deadening 
descriptive’ quality but is equal [+] to the real 
itself partcipeing in the active intellectual states of 
metaphor and performance: 


+ Se^ Anorá | epecki s acie 
Hsstoncal Dust sad the Ground af 
Violence n Pertormance Research 
Vcl 82 Bodescapes June 20031 | 
am indebied to Dav W hams for 
dravang my attenbon to Paul Carter a 
work 


3 ko a more Irene "une analysis c” 
artcioation non spaces and ihar 
Impact on the conatruction ol snared 
valine see for example Marc Auge 
(1995) Non Pieces Introducton to an 
anthropology ol supecmiovernty trans 
John Howe London Verso or the 
work of Jonny Holzer lor eximpie ner 
stator in Schiphol Airport 
Amsterdam 
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that a thng any ihing, mpnges on us by a mora 
important acr, ffs self-existence, without reference 
fo any other thing, in short, the very character of t 
which calls our atierr»on to f Jits paruculanty This 
is what we are confronted by nor the thing's 
‘class’, any frerarchy. of quality or quantity, but the 
thing itself and its relevance to ourselves who are 
the expenence of t{ } (Olson, (1951) 1966 56) 


Whilst Olson s post-modern view was a part of the 
cultural sea change that intormed the collectresm 
of, for example the Living Theatre - whose 1958 
performance 'Paradise Now' sppropnated the 
sarre dynamic as the image of collective suicide - 
the analysis and positioning of cultural action and 
the possibiity of unmediated transmission and 
presence in performance have become the 
problematic of contemporary performance As Emil 
Hrvatn says, aboutness' is what is most interesting 
In contemporary arts, the two-way slippage and 
drift between the real and its representations the 
loss of confidence and consensus and tha 
Questions of positioning and location that this 
engenders 


The difficulties and ambivalence of the project 
are identified precisely hare, particularly in relation 
to ihe performance object and ris location within 
Conventional theatre space that the 
representation of collechvity of the collective. 
working processes of the Cokect-If project, is not 
an enactment of colectimty but remams about’ - 
an approximation in Duchamp's terms ‘an 
approximate reconstitution of the measure of 
length’ (see Rothenberg 1995 173) 


Is art about", or «s it never more than a moment - 
whether collectively or indivdually expenenced - of 
itumnaton of seeng mos“ cearly ‘polls is eyes as 
Olson put it A moment (repeatable and not only for 
the indivdual} of clanty of fascination in Rike s 
terms of terror 


The writer and theonst Karen Hermassi descnbed 
the collective polity of thearre m classical antiquity in 
the folowing terms. 


Assembled and attending in silence. fthe audience] 
become witnesses to perturbed remembrance. 
Seated in a half-moon descending into the hill ke a 
partially exposed tomb, the entre city s population. 
appears collectvaly to ambody its own history, its 
unconscious its total nhentance in one earthly, 
ing symbol { ] The theatre was not defined by 
the design of its stage for ts actors}. [but] was an 
art aependent for meaning on the public's. 
percepton and ability to remember First applied to 
the space occupied by the spectators, the word 
theatre is meant to imply a certain knd of audience 
ts spectators must leam to see and learn to act in 
terms of what they see (Hernassi 1979 3) 


For Karen Hermassi as for Charles Olson polis is 
eyes - the collective witnessing and shaping of 
experience ~ a mornent (fixed or solidified) of 
change as in the exemplar (already almost 100 
years ago) of Duchamp's ‘Three Standard 
Stoppages' (1913-14) 


This exponment was made m 1913 to monson and 
preserve forms obtamed through chance, through 
my chance. At the same “me, the und or fength 


one meter was changed from a straight ine to a 
curved ine without actually losing its identity [as] the 
meier and yet casting a pataohysical doubt on the 
concept of a straight ine as being the shortest 
route from one pont to another (Duchamp 1964/ 
1973273) 


"The metaphoncal analogy here is the moment of 
shifted perception that occurs as the work calls our 
attention to ts particulenty , to ts aboutness' for 
example in those moments when the work exceeds 
its references - its Inks to 'aboutness its 
intertextuality ts descnptive readings - as in for 
example Rebecca Murgis Half-Leg Solo which 
begins forcefully to re-structure the vision and 
perception of the audience 


Space 


1 ook from over the edge of ice-nnk at the circling 
ams of the snow machine, the flakes drifing 
downwards onto the hundreds of women, children 
and men arcing in front of the cheap wooden 
facades of Swiss chalets tromp l'oei mountains 
and alpine pastures Iisten to the music, the 
sensory erasure of the everyday, the construction of 
"tme-out. of a lesure-zone with nnicside bars | sea 
a Collective actvity framed by ski! technique and 
experbse fand ts corresponding cultural lack for 
despite Torvit and Daan this is South Devon, a 
sem-tropical micro-cimate) a collective activity 
constructed with high tech lighting, fitration units 
safety systems economic controls. entrances and 
exits end a 90 minute time-frame The ice-mkc is the 
Cold surface on which the traces of fear and 
pleasure sre inscribed and erased 


The conventonal space of performance - the 
receptor surface' - t^e surface or ground on which 
the processes of representation can be assembled 
whether thet is the blank page or the conventionally 
neutral or ‘empty space’ of theatre is 
problematised in Paul Carter's1996 book on 
colonialism The Lie of the Land’ 3 Carter picks up 
on Paul Valery's remark {in ‘Poetry and Abstract 
Thought’) thet the state of mind of a man dancing 
is not that of a man advancing through dificult 
country of which he Is making e topographical 
Survey or geological prospectus’ and rainterpreting 
itn the light of colonialism argues thet 'the man 
dancing can enjoy a certain state of mind an 
absorption In hls own movement | ] because of 
the pnor activites of the explorer and the surveyor 
These pror acteuties create the conditions for tha 
emergence of the planar ground occupied by the 
dancer - and by extension the poet the orator and 
the actor The metaphysical ground that Western 
art assumes - planar linear firm - presupposes the 
mobile asymmetncal vanably-resistant ground of 
'difficutt country [ | He argues thet the 
conventional rules of representation arse in part 
because the environment which might have 
determined and directed poetic form has, by an 
enclosure act at once conceptual and architecture! 
been neutraised [~] To some extent the closure of 
Westem poete forms grows from a sense of 
occupying A stage rather than a radiating ground 
The ambrvalence of Collect-If as a performance and 
as a project that seeks to address Issues end 


Implications of collectivity and authorship in 
contemporary performance is located in its ability to 
occupy (and be occupied by) the conventions of 
the stage , and its inability to inhabit a. radiating 
ground’ - an integration of contextual and 
participatory moves that would break down the 
conventional boundanes of performer and 
audience, of stage space end participatory 
environment 


In the opening section of his recent book The Art of 
Travel Alain de Botton articulates the tensions that 
exist between the anticipation and lived expenence 
of place as destination that come with the 
realisation that we inadvertently bing ourselves with 
us to the island (de Botton 2003 20) 


it seems that, unlike the continuous. endunng 
contentment thar we anticipate happiness with, 
andin a place must be a bnef and, | ] apparently 
haphazard phenomenon an interval in which we 
achieve receptivity to the world around us, in which 
positiva thoughts of past and iuture coagulate and 
anxeties are allayed But the condibon rarely 
endures for more than ten minutes (2008 20-22) 


And later 


on our return from a place, perhaps the frst thing 
to alsappsar from memory is just how much of ihe 
past we spent dwelling on what was to come, how 
much of it. that is, we spent somewhere other than 
where we were There is 8 purty both n the 
remembered and in the anticipated visions of a 
piace is the place itself that s allowed to stand 
out (2003 23) 


This sense of between-ness applies to the Co/act-/f. 
project both in terms of the ambivalence of its 
exploration of the dynamics of colecimty and ts 
unease i locating itself as performance It is the 
Place’ of collactivity - the thesis rather than the 
praxis - that is alowed to standout The vision of 
that collective placa as achieved in performance 
the moment of collectivity tsei- is constantly 
undermined and problematized by the context of 
the performance, the partly unaddressad relation 
between performance and its audience, and the 
Conventions of the space within whch the 
performance event itself untolds It is also in part 
Set-up by the histoncal tendency of international" 
performance work - the network of miematona! 
producing houses - to erase tha specifics of placa 
and context or perhaps assume that the 
conventional neutrality and collective anonymity of 
the theatre space somehow does ^ot need to 
engage with the problematics of place and placing 
in its formal explorations of space the accepted 
neutrality of the black box or the white cube that ' 
hajs] no memones and where no one [knows] our 
names’ The streaming projecton of texts dunng 
the first part of the performance ‘authored dunng 
the process of Collect-/f and displaying tha 
disjunction of micro-narratives and textual 
Strategies also bmg to mind de Botton s 
description of arport information screens. 


The constant calf of the screens, some 
accompanied by the impatient pulsing of the cursor, 
suggest with what ease our seemingly entrenched 
lives might be altered, were wa to walk down a 


comdor and onto a craft that in a few hours would 
and us n a place of which we had no memones 
and where no one knew our names (de Botton, 
2005 39 


The analogy here is to the displacement of ticale 
space (and here | refer to the conventonal physical 
space of theatre) as a public space of collective 
dreaming, aspraton and longing that Is now 
constituted in such contemporary ponts of transit. 


Audience 


The performance also ssts-up a discourse between 
an informed audience. how the audience is 
oonsutulsd, what is it that it Is assumed to bnng 
wath t ino the space of performance what 
commonalt.es or differences (id any) does t share 
and how are these framed and transformed by the 
location of the event - the pianar or radiating 

ground thet Paul Carter proposes - and the informe 
performance the dnft between the sequence or 
elements (bound n the dispositif of theatre’ ) that 
constitute or compose the oerformance event and 
the individual performers and ther contribuvons. 
which contnbute to a sense of collecbve expenence 
(where audience is not only cast as passiva 
Observer watching (and occasionally making. 
themselves heard) and, given the wider context - 
the drificulties of such an idea. 


The forme s ‘a perpetual mantenance of 
potentia" (see War, 1998 120} which perhaps: 
demands that the frames and boundanes the 
engagement and participation of audience and 
Context are also brought into the work and 
Questioned The audience S located somewhere 
between the periormance itself - the unfolding of 
language and performance behaviour in a relabvely 
stable and predictable environment (the 
conventional neutrality of the theatre space}- and 
the discourse of process in which the audience can 
only partially participate - the work process and ts 
documentation ‘in those registers which the 
performance bound n the deposti of theatre 
erases in effect 


Despite (or rather because af) the problemates of 
where the work begins and ends the process, the 
performance the documentation - the strength of 
the project and its performances) lies in its ability to 
situate nseti between the vanous modas af its 
presence as a work that cannot be reduced to any 
one of its parts (or indeed its actors) ft is aso ris 
weakness tco - since the "wgrk' Is constantly puled 
back into the forms of ris appearance - the work 
process the book, the theatre space and seems in 
each these (perhaps the process aspect the east) 
10 be counter-producive - unable to reakse is 
aspration to go beyond convenbona! constructs. 
whether theatre or book. The performance at 
Cankerjev Dom displays itself within conventional 
and anticipated forms. ironic in ris own arhculate 
inabilty to create Collective expenence or to 
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mikro/makro/socijalno 
ludilo + fensi dizajnirana 
organizacija + kritična teorija 


Razgovor s TkH: Bojana Cvejió, Bojan Đorđev, Siniša Ilić, Tanja Marković, 
Miško Šuvaković i Ana Vujanović, veljača 2004. 


Razgovarala Ivana Ivkovic 


(ll) = ivana Ivković 

(AV) = Ana Vujanović 
(Sl) = Siniša lié 

(MŠ) = Miško Šuvaković 
(BD) = Bojan Bordev 
(TM) = Tanja Marković 
(BC) = Bojana Cvejic 


li: Kako je prohodala TkH? 


AV: TKH je pokrenuta u vreme kada su za mnoge od nas koji smo završaval ili tek završi! umetničke 
fakultete altematvne obrazovne institucije (Alternativna akadamska obrazovna mreža, Beogradska 
otvorena škola, Cantar za ženske studije i Centar za savromenu umetnost - Beograd) postale 
važnije od oficjelnog obrazovanja koje je bilo preinertno da nas uključi u stvarni novi svet umetnosti Meni 
lično nedostajalo Je oružja za aktiviranje 'poztivnog znanja’ dobyenog na fakultetu Smatrajući da to nje 
individualni problem dogovorili smo se da Miško pozove nakolko studantkinja e ja nekoliko bliskih kolega 
da napravimo seriju teorijskih predavanja | razgovora Teone koja hoda, pleše, peva, glumi Tada sam 
radila u Centru za novo pozorišta 1 igru (CENPI) | cela stvar je tu | pokrenuta Miškov 1 moji dogovon su 
bil završeni u leto 2000, a u septembru je Jovan Glrilov (direktor) odobno projekt Međutim taj 
septembar Je bio previše buran | okupili smo se prvi put 04 10 Rad je u početku bio ‘geriski', u staroj 
arhiv CENPI-a, bez ičega sa polomljenim stolicama Miško je uglavnom držao predavanja, ali ubrzo su 
se pretvonla u razgovore Uskoro su neki odustat, nek: novi došli neki pnvremeno otišli ak posle par 
meseci ustalile se ekipa (Bojan, Siniša, Jelena, Ksenija, Jasna, Miško, Ana + Bojana) | stvorena je 
prepoznatljiva tsonjsko-umetnička platforma iz koje je u apniu 2001 izašao prvi broj časopisa TkH 1 
izveden prvi teonjski performans Teora koja hoda na sceni V sprat Narodnog pozonsta U to vreme su 
IZ naziva otpali svi glagoli sem 'hoda koji sumira ono bitno o tson koja je 'puštena u rad’ Taj nazi je 
primenjen na performans | časopis, koji je trebalo da bude kopirani program za performans, a zatim su 
Jovan 1 Milan Luélé odobni da krene kao geniski časopis jer je CENPI mogao da ga pokryje sredstvima 
fondacija samo kao svoju brošuru Onda se nekako pneodno prošino : na nas, saradnike 


SI: U samom prohodavanju TkHa ja sam učestvovao svojom nervozom | sw pomalo. Tako se brzo 
prohoda Mislim da sve ovakve grupe danas imaju isti programska karakter - art, tekst performans 
mterdisciplinarnost slika, art politika razna obrazovanja, razgovon, sastanci, vampinzam umrežavanja 
razgovon o novcu, politic: sexu, Bojanove žurke Komunikacija između sebe je pravo 

zadovoljstvo viđanja po stanovima sms, email druženje razgovon, projekti, baš sad s Anom : Bojanom 
spremam zanimljivu izložbu o think-scansko teatarskom prostoru projekata Teone koja Hoda 1 sičnih, u 
Muzeju pnmenjene umatnosti u Beogradu 


MS. TkH (radionica, grupa, carte! škola, centar za izvođaćke umetnost) je nastala u jednom irenutku 
kada se sklopilo | povezalo nekoliko nepovezanih mikro 1 makro događaja | situacja. Prvo. kraj 
Milosevićevog režima | uspostavljanje prada neošberarne demokratizacije | tranzicije TkH je tranzicijska 
pojava jer je iskorak tz alternative ka globalnim shemama ı procesima transkuituralnih umetničkih 1 
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sk di na antintelekcualizam | antteoretenost tranzicije 
populistčke i ezolerčke korumpranosti ore 
azivačkih praksi u savremenoj srpskoj muzic 

Isanih ! bopoličkih teoretizacya 

zuzetnih a još ne instriucionalno 

ed 08 mskih studja Fekulteta muzičke 

. Fakulteta dramske umetnosti (Ana Bojan) | Fakulteta 

a 2000 Peto, suočenje zaista jakih | močnih gotovo neizdrživih 


SU) Ce Sluče 
ata 


wove umetnost: S 
ndndualnosti 


nša) ranog oktol 


I: Koji je programski karakter TkH? 


kom vremena taktke od zelje za učenjem: hvatanjem poslednjih vozova 
o znacilo) preko revolucionisanja sveta zvođačkih umetnosti il 
sanja | ozbijnog promišljanja | reformisanja teonjskog 
H-a je od prvog sata njegovog formiranja | mutirarya do 


tu organske nemosti umetnosti u grču srpske tranzicys | zato, 
kada bh naopštije definisao TkH u svim njegovim fazama ta definicija bi glasila mikro/makro/socijalno 
tudilo + fensi dizanrana organizacija — kntična teonja = TKH 


Il- Koji je odnos interdisciplinarnog karaktera TkH | suvremenih tendencije na polju teorlje | 
umjetničke prakse? Gdje su te jukstapozicije najvidljivije, produktivnije ili progresivnije? Kako 
TkH komunicira među sobom a kako prema van? 


MŠ. Teonja je postavena u TkH-u kao bazično područje inter 
antiteorjskoj | teonofobicng, atmosfen beogradske kulture 


Teona TkH-a je u načelu trostruko postavljena. 


1 zao bavljene samom teogom poststrukturalizmi (npr Barthes, Althusser, Foucault, Demda, 
Deleuze Guattan lacanovc) Žižek | Badiou) teonja kulture posebno gender ı queer teorije 
(Foucault Felman, Cixous, Butler) | >opo'tka (Foucault Agamben, Hardt) 


m 


«ao bavljenje teorijom izvođačkih umetnosti (npr Schechner, Blau, Carlson, Auslander, McKenzie, 
Case, Hrvatin, Kunst, Mitohnić, Pnstaš, Jovičevic) 


c 


kao bavljenje teonjom ra delu il teonjom kao produkcyom para narativnih pro teonjskih tekstova 
John Cage, Victor Burgin, Kathy Acker, Jeróme Bel, Marten Spångberg’ 


J TkH-u su uspostavljene nekoško teorskh 1 parateonjskih praksi 


a . sarye t lacya i konstituisanje interdisciplinarne teonje izvođackih umetnosti 


h za teoniske performanse (Tekstovi 
živarje u dekonstrukcy /2002 +) ih 


of teonjske drame upotreba dramskog teksta kao poligona teonjskih ekspenmenata {npr Kathy Acker & 
Markiz De Sade /2002/ ih Miroslav Kreza ı Roland Barthes /2002/) 


U TkH-u tekst je podrucje složene borbe za značenje za dentiiele za moć, za klasnu pozicsu 


B®, SImultanost s evropskim tendencijama postoji Međuim meni je trenutno mnogo bitrya emienica da 
se ovakvim pnstupom izvođačkim umetnostima ih s druge strane teonji NIKO ne bavi u Beogradu 
Beogradska aiternatina izvođačka scena je još uvek duboko zakopana u tipicno lokalnu mešavinu 
folklora new age a pslhodrame 1 nekrrickog odnosa prema 'egzotičnim' tehnikema (ovde prvenstveno 
mislim na buto) Kntika je Impresionishcka institucije nepostojece nestabilne ik neprofilisana ili svo troje 


AV: Trend interdisciplinarnosti, | u umetnosti 1 u teonjama postop još od necavangarde, a naročito u 
postmodernzmu Disciplinarne granice se shvataju kao represija od koje se mora osloboditi TkHova. 
Interdiscipinarnost je nesto drugačija u tom smislu da se 1 ra ‘cross-border’ intercisciplinarnost posmatra 
kao opat Normainna dok je nasa metoda - metoda pokazivanja i rada sa matenjalnim granicama 
disciplina umesto njihovog lakog prelaženja To je neko iskliznuće iz savremenih tendencija, ali nye 
usamljeno 


Il Koji ja odnos casopisa i umjetničkih ekclje? 


BD. Časopis performansi 1 edukativna akcije TkH-a su deo iste platforme r obično funkoonišu kao. 
mfuzija jedna-drugoj-trećoj Singa 1 ja emo radili nakoliko projekata kon nisu iši pod brandom' TkH-a ali 
Su gotovo transparentno blli oslonjani na iskustva rada sa TkH-om Komunikacija 'na van se promenila 
od nastajanja TkH-a do danas zajedno sa promenama strukture TkH-a kao grupacije U prvih 6 meseci 
TKH je bio zatvorena grupa sa priično rvrdim ikonoklashčkim nastupom | kad je reč o časopisu ı kad je 
reč o performansima Posle transformacije TkH-a u fleksibilnu grupu s promengivm brojem saradnika koji 
gravitiraju oko časopisa pa i performansa, komunikacija sa sredinom je postala lukava 


AV Tačno je da ja taktika odnosa sa sredinom lukavija Alii TkH Je postala heterogenija dolaskom novih 
saradnika pa TkHov govor ni iznutra nije sasvim jedinstven Sa prvim saradnicima se odmah razumem 

Jer J6 grupni glas prve postavke sam bio jedinstveni Prom Je TkHov diskurs od ekscesa na lokalnoj 
sceni postao prepoznatljiv a kako svi stičemo sve više akademske titule | ugled časopisa Jača ima šanse 
da postane | centralni Dakle Insthucionaina pozcije TkHa su se zmenile lokalna scans Je sad prziva | 
onda se pokreću taktike komunikacije U početku taj eksces skoro 1 nje komumorso sa sredinom LIČNO 
mene je pre zanimalo da lokalnu scenu nerviram, a sad da je dvostruko interpreliram | to je moja promena 
taktike dok je diskurs sličan teoretićan matanjalistički sve vreme 


B® Teko je diskurs je osteo isti. ali je naša institucionaina pozicija (ma kako io smešno zvučalo), relativno 
stabilnje zbog svega sto je Ana pomenula, | pre svega zbog 3 | 4 broja časopisa koji Su se svojim 
obimom kvalitetom | raznovrsnošću saradnika i jasno konceptualno | praktično izvedenim blokovima 1 
temanma, uključujući tu 1 blok 'teonja na delu nametnuli kao nezaobilazni 


MŠ: Časopis škola performansi, relatvno su otvorena 1 razikujuca prakse Prvi broj časopisa TkH 

(2001 ) bio je povezan s prvim performansom Kasnije časopis postaje autonomna institucija Časopis je 
korespondirajući ntencijama ćasopisa-aktera ili $asopisa-intervencioniste (Istonjski gledano kao Tel Quel 
ili TOR odnosno aktualno gledano kao Maske ii Frekeye) Funkcije časopisa su da bude otvoreni 1 
permanentni poligon izvođenja tekstualnog teonrskog i umetničkog ekspermenta. all | Ga diktira za 
beogradsku scenu tip (vrstu, karakter izgled dizajn, efekte fikcionaine | stvame) diskurse koj ne postoje 
(koj su cenzurisani, zaboravljeni, potisnuti pracrtani ili nemoguc} u beogradskim svetome izvođačioh 
umetnosti Časopis TkH je izveo - 1 mislim da su to tn najbitnija njegova učinka polje eksplikacije nužnog 
odnosa Interakcja teorije | prakse u umetnosti, polje zasnivanja | izvođenja ieonje izvođačkih umetnosti 1 
polje izvođenja teorye mnogostrukosti individualnih | društvenih identiteta u zvodackim umetnostima (pro- 
badioueovska ontologija) 


W Blok “Teonje na djelu“ u broju 3 TKH donosi Manifest teorijske drame koji potpisuju Ane 
Vujanović ı Miško Šuvaković, Sam manifest apominje kao “bitan metenjalisticki epistemološki 
rez", “prelazak sa strukture odnosa dramskog | scenskog takste ne proces (akciju, Izvodenja) 
strukturacija odnosa dramskog | scenskog/ih teksta/ova" Teorijski tekstovi, ali ne samo oni, 
već | njihovi autori, te diskursl, često figurirayu kao akteri dramske situacije 


AV: Taj manifest se odnosio na raskidanje ! s paradigmom mimotiékog dramskog teatra (scenski tekst 
predstavlja dramsk) | sa reguktmističkim tezama strukturalisscke semologys koja J teairologlu uvodi te 
termina kao elemente koji čine strukturu Sliči na tipičan binary par Mi smo to pomeni i raziabavii još 
pre manifesta Ali tu Je očigledno - za TkH se redi o tome da se pokažu umreženosti teontskog 1 
umetničkog teksta da se izvedba ne shvata kao fenomen koji je “drugo od diskursa", ali i da se teonja 
doslovno izvede na scenu Reklo bi se na ' drugu scenu gde vadaju označtelji umetnosti A procesi koji 
se tu dešavaju ne mogu se svesti na fiksne formule struktura, oni su strukturacije koje su zie 


SI: Naš tekstov-diskursi | mi sami često postajemo likovi 1 akten drama. konačno A 1 kako bi neko bio 
siguran u to Uvek misim da je sve što pročitam stna. Mada. 


TM Sa spoljnim okruženjem th publikom/criaocima TkH komunicira istim teorijskim | jezičkim 
taktikama/igrama kao : članovi TkHa unutar grupe Teonjske | jezičke taktike su nekako uvek | političke 
To je razumevanje umetnosti na koje pnstajamo Skloni smo da majstorski reiatvizujemo svaku nultu 


poziciju u umetnost ih teoriji koja radi s *urođenim* znanjima kao talentma ili s urmetnoscu kao s mestom 
političke nevinosi Stav odustajanja od prilagođavanja govora spolnog odnosno unutrasnjeg Intimnog, 
kao 1 stalni napor da što duze deiujemo z metajezičkih pozicija često izazivaju nesporazume, 
nerazumevanja, i retko nasa preispitivanja Retko jer pričnu dozu zapitanost nerazumevanja 
začuđenosti obicno | ocekujemo u reakcijama na ono što radimo Naročito su dragocene reakcija onih 
kojima su teonjski korpus! iz kojih izvlačimo matenjal s kojim radimo potpuno poznati Takve publike je 
malo Nerazumevanye ill otpor sredine prema onome što radimo nekad razumemo kao znak da smo ne 
pravom putu Kao diskretnu potvrdu da nismo podlegli slepoj potrebi da se dopadnemo po cenu 
odustajanja od “hard teonskih pozicija 


AV: Meni je jako problematična prva Tanjna rečenica. Mislim unutar kruga saradnika nikad mi nije bila 
namera da ovim što radim, pišem, govonm nekoga nenaram ili dvostruko nterpeliram 


TM. Ja nemam utisak da mi nerviramo publiku Pre mesim da publika ima problem s nama kao čitalac s 
knjigom na jeziku kojm najbolje ne vlada Očigledno nem se utisak razlikuje Ana, molim ta objasni šta 
podrazumevaš pod dvostrukom intarpelacyom 


AV. Ne. ja sam rekla da je bia moja namsra da nerviram scenu, a ne da mi se čini (da je moj utisak) da 
nemram pubiku A pod owm drugim mislim da je przvam u svoj diskurs ali ne na mestu koja je njeno 
nego na onom na kojem bih ja htela da je uhvatim, pa kad se odazove to je ! preoznačava | obavezuja 


BC Da se vratm na mterdisciplinamosi - ona nije polje koje je TkH pnmarno hiela da "probija" u 
matičnim disciplinama iz kojih smo svi u prvoj postavi grupe proizašii Mislim da mnogi od nas, ili bar u 
svo ime da kazem, imamo problema sa akademskim negrobiemalizujućim razumevanjsm 
interdiscipinarnosti Nas ja. pre svega, okupo interes za Zvoderyem, za produkcijom diskursa u različitim 
disciplinama i medijima u izvođenju | izvedbi koja omogucava prodomija pnsustvo | suočavanje se 
otponma lokalne scene ali 1 s opiranjem praksa umetnosti Otpor teoriji ‘od umetnosti nye retorička 
smicalica mada je Taj interes toliko dalako od dometa srpska umetničke scene da nam se u Beogradu 
pripisuje 'iako ja vama kada se bavta japanskim vrtovima (') U poslednja dva broja TkH časopisa, 
prmeóujem da se teonjska autorafleksije oslobodila formule tražimo primare iz umetnosti Kao da je 
sade presudno analizirati situacije ne-glatkih prenosa Između teoryske ı umetničke produkcije neklonjena 
teon 


AV: Moj stav se sa Bojaninim poklapa u problemu sa neproblematizujučim razumevanjem: 
mtedisciplinarnost To vise nija izazov jer su sad vec disciplina takve da to uračunavaju. To ih opet 
nomira Mene pre zanima da pokazujem okvire discipline, izvodim ih. u nauéno-teoryskorn tekstu 
simpozjumu, sceni Režimi inshtucije se pokazuju čim uvedes izvođenje koje radi sa njihovim režimima 
umesto da ih glatko reprodukuje. Men: ja bitno kako | zašio, jer su to pitanja matenjalnog karaktera 
instituce, odnosno drustvena pitanja umetnost 1 teorye Izvođenje tih režima koje th ı pokazuje | uvek 
nužno pomalo zneverava, društven: je simpiom Za mene ja to jako bitno, to zvlačenje 1 insistiranje na 
smptomima, na mestrna koja su naprsline glatkoće diskursa 


SI: Ja sam u penodu osnivanja TkH bro pn kraju Studija slikarstva U sum mojim razmišljanime + većini 
radova interdisciplinamost je bila podrazumevana iako tada nisam mnogo razmišljao o toma_Uzvao sam 
u društvu ljudi koj slično misle ı rade. Mogao bih reći da o tome sada više razmisjam no to je sasvim 
nebitno 


li: Prisjetila sam se nekoliko TkH performansa-duale (tako ne bih samo opisala konkretan 
performans na Urbanom Fastivalu u Zagrebu, već i cijelu više-manje elmultanu konsteleciju 
nize performansa kojima sam tede pnaustvovela). Ana, govoriš o “metodi pokazivanje", nekon 
ove male diskusije o provokaciji, interpelacyi (do koje možda i unutra TkH ipak dolazi, ber na 
scen//iljekom izvedbe), zanime me koliko se ćak | u pomalo eetetiziranom ironijskom pristupu 
TkH Javije p(r)okazivanje kao metoda, odnosno redi Il se o “obračunu s njima" na koji ee 
Impresionistička kntika, kako je Bojen opisuje, ne usudi? Gdje Je publika u cijeloj ovoj priči? 


MS: Gde je publika? Publike naravno - lacanovski rečeno - nema Naravno ovo je šala mada Publika 
jeste svet saučesnika, ti judi koji su prolazili kroz TkH ili oko njege ili u njegovoj atmosferi Dajuči svoja 
radne prateliske ii saradničke odgovore | intervencije Pe tu ja bilo oko 30-tak ljudi raznog doba roda I 
rase Ali publika jesu | fens: akademski prolazniovšetači kroz razne Beogardske nove škole Takode 
publika jesu : akademski posmatarači (tj profeson | profesorke) koji vrebaju 1 prate dešavanja u oko TkH-a 
tmiegnsu ga li uvode ga u diskurse unwverziteta Publika jeste 1 naježena ilı juboprtiva ii ledene teatarska 
antteorijska alternativa iz 90-ih Publica jesu konkurentski časopisi o teatru i MUZICI koji direktno ili 
indirektno refenraju na TkH produkcje Pubika (Čtaoci sa velikim C) jesu - meni je to najvažnija publika - 
razni miadi ludi, najčešće student: koji traže glaz iz balkanskog zatvora | traže novu drugu teonu 


AM: 5 Tanjna 1 moja performans-izlagarya su uvek sukobi jer se konfrontacije izvode a ne glume Publika 
nekad pomisli da cemo se posvadat Al ta rasprave su detaljno prpremljene Čak se mučimo da 
napravimo čistu teorysku poziciju koja će se konfroniirati sa drugom A “iza scene" čak često zajedno 
spremamo obe platforme, jer nya lako odoleti sumnji prema čistoj poziciji 1 na knticko pitanja s druge 
strane odgovori iz sistema koji zastupaš kad 1 tu drugu smatraš relevaninom 1 ustvari bi se ponekad 
rado složio sa krtikom Ovde je ta pročišcenost zahtev jer na našoj sceni skoro da nema čistih pozicija a 
ako ima one se ne shvataju kao pozicije nego kao neki neupitni truzmi, a sem toga tada je razlika među 


njima ocigledna To je namenjeno publici da se suoci sa različitm sistemima diskursa a ne sa jedinim 
neupitnim ili pitenjem koji je tacan U našim izvedbama nema pobednika Pre svega ipak pokazuemo 
mreze razlika bez pozitivnih" predaha na tragu Demde na tragu de Saussurea Slično je bio1 sa 
Jednim performansom-zlaganjem koje smo Bojan | ja imali prošla godine na simpozijumu u Novom Sadu, 
1 Još ranije 2001, kada smo Bojana. Bojan | ja nastupali na CENPI-evom smpozijumu u 
Jugoslovenskom dramskom pozorištu 


TM Ana1 ja smo se radeci zaedno brzo složile oko toga da je rasprava trenutno nardelotvorya forma 
izvođenja za matenja! s kojim radimo Od svih izvodenja Ana najviše voli izvođenje mišljenja. Vrlo je tesko 
raditi s njom jer je opasan protivnik; vrlo brzo misli vrlo kompleksno mish 1 ne sredi vas kao partnera ne 
čeka da vidi jeste li razumel; sve nivoe podieza na kojima počivaju teze koje eksplicira U procesu 
izvođenja nije leko istovremeno biti svestan svih nivoa znacenja odnosno funkcionalne upotrebe poteza 
koje povlači u pokušaju da vas pokazujući svoju poziciju nonšarlantno matira Naravno nek od poteza 
su laka barokna dekoracija, mada ne izgledaju tako na pra pogledi No to treba prepoznati | oslimično 
se opusti, ali na zadugo Cini mi se da je u našem izvođenju često prsutan fantazam 6 saoržaj je 
pitanje kako su izgledale Duchempove partie Saha Ona; šahovski sat na performansu u Zagrebu moze 
se čitati 1 kao posveta Duchampovom igranju O čistim pozicijama najčešća mislim kao o vrsti idealizacije 
Jer je moj teorijski background uglavnom psihoanaliticki Tako shvacena idealizacija je uvek otklon od 
jasne percepcije realnih uslova u koje vas stavlja pozicije kou ste izabrali da branite (Psihcanaltičar ko)! je 
skloniji da disciphnovaniie od mene misli iz svoje teonjske posmovna mreže rekao bi da je ideja da poziciju 
sami biramo vrio utešna vrlo idealizujuca vro wifantina.) Tip vaše odbrane dalje prozvodi nove uslove 
prema kojima se treba odredit Sto slazenije argumente nalazite za poziciju koju pokazujete, Io je 
opasnost da iznevente očekivanje čiste pozicije veca Složene pozicije su shizo-pozicije ili, ako hoćete 
politički korektnije interdisciplnama čvonsta Čiste pozicije mogu razumeti | drugačije, kao referentnim 
mišljenjem potpuno definisane mesta U tom slučaju slažem sa sa Anom da Je na našoj sceni teško 
pronaći čiste pozicije Jos je veći problem što je tako malo pozcya, malo raznovrsnosti malo insprativnih 
polemika Siromaštvo scene tera vas da se neprestano trudite da radite se scenama nesvesnog kultura u 
kojoj delujete pokazujući neosvešćene | nelskonšćene pozicije, umetničke ili teonjske odnosno političke 
Napustiti čistu poziciju kao mesto teško dostižnog idealitela možda znači pomem se od Hegels ka 
Marxu Izvodi Marxa danas još uvek obećava proizvodnju nade koju napnmer izvodjenje Freude 
neminovno mw: Postajem svesna da i bez prethodnog dogovora Ana ı ja nastavljamo da izvodimo 
različite pozicije 1 u ovom Intenquu U tm našim TkHovskim razlikama obično užvam 


AV Radovi TkHa su pre svega teonjski, a onda | teorijsko-umatnički A nekl od saradnika rade 1 
samostalne projekte, Bojane Bojan ı Simša — koji imaju reference na TkHovu platformu all odlaze u 
drugim smerovima | neki od nih su umetničke All TkHovi nisu To nye neko cepidiaóenje, nego baš jako 
bitno za pozicioniranje TkHowih radova, oni su teonga uvedena {| izvedena) u instituciju umetnost 1 to im 
ja bazična struktura 


BB; Mogu da se slobm s Anom da bi razlika izrmeciju TkH-ovih i Srušinih 1 mojih projekata mogla da bude 
u tome šlo su naši projekti viša umetnički a TkH-ovi teonjski Mada ı u TkH-ovim projsktima postoji 
Izvesti kontinuum umetnost-teonja na čijim se razičttm tačkama nalaza razičii projekt Recimo 
Hiperreaina alegorija (Instatacya-hepening-cripping fotokopiranih matenjala) 1 DreamOpera, ih Psihoza, koje 
48 još uvek work In progress bliže su umetničkom kraju kontinuuma dok su drugi performansi : akcje bliži 
teonjskom kraju kontinuuma Jedna bitna razlika između TkH-ovh naših (mojih 1 Sinišinih) samostalnih 
projekata - ovde pra svega mslm na FRIDU KAHLO una pema y tres corazones. The Dracula Project | 
Arheologyu/eutoosyu predstave “Čekajući " je saradnja sa glumicom Senom Darovié koja za raziku od 
Siniše | mene nya izvođačica već je glumica. Ceo projekat FRIDA KAHLO se upravo zasnivao na 
scenskom suprotstavljanju Sinišinog | mog izvođenja | Senire gluma Takođe ova tn projekta su bazicno 
vezana za problamatiku teatra - FRIDA | Čekajući ukratko za ulogu teksta u pozonštu, The Dracula 
Project pokuSave da uspostavi novu vrstu političkog teatra dok su TkH projekti čak mnogo feks:biny 1 
pokrivaju širi opseg Izvodačkih umetnost: ı teorije umetnosti uopšte - mada se svaki projekat bavi 
posebnom problematikom 


Il. Recimo Dobro došli: u pustinju slike? 


B®: Naš nastup na Queer Zagrebu sa Dobrodošli u pustinju slike (koj je u nesto drugačijem obliku pre 
put izveden na queerathonu B-viaible u Gentu) neka je vrste hommage-a Mišku Šuvakoviću s 
preuzimanjem njegove forme - slide projekcija s abnormalnim brojem skandaloznih fotografija uz dodatak 
Sinšinog live" ekrana kojm sa on uglavnom suprotstavlja mojim tezama Na taj se način opet vraćamo 
na taj TkH-ovski dijalog/sukoo razlicitih pozicija koji se pojavljuje 1 u DreamOpen u izvođenju Bojane 1 
Ksenije (Orfej | Figaro) 


it: Razlika između izvodenja ı glume je jedna od ključnih toéake Interpretacje TKHovih akcija. 
Kako se to odnosi spram performativnosti teksta? 


AV. Performativnost smatram nužnom sudbinom" svakog teksta koji se zvoč A drugog 1 nema. Znače 
mislim je daleko prako Austina Seerle teonje govornih činova pre svega kao sermuotičku 
performativnost u smislu Deride Felman Butler na to da je tekst proizvodnost, praksa koji izvodi 
realne matenjalne telesne stvarne itd učinke oznaérteliska praksa koje nikada ne rezultira finalnim 
proizvodom već neprestano redistnbuise svoj semiotic kontekst koji prom odrađuje | njega samog To 


važi 1 za savremenu teonju, cak t kad jo to nje intencya (Mada. za mene, za onu reonju ! za onu vrstu 
tekstova kojima se ja 1 sire TkH bavi to je 1 intencija.) Tu uvek pnsutna performativnost = pnsutnu čak 1 
kada bi da se predstavi kao čista konstatvnost drugostepenih diskursa recimo filozorska refleksija il 
naučna argumentacija - teba eksplicirati radit sa njom Suočti publiku (otaoce gledaoce slušaoce) da 
to što sa jedan te«st prec njihovim očima u odlozenom i prebnsanom sad-i-ovde izvodi nikada nije 
nevno, nikada nye izdvojeno od matenjalnog konteksta u kojem se izvodi nikada ga ne transcendira Da 
sumram za mene penormativnost teksta znači da je tekst diskurs koji se izvodi u mreži društvenih 
msttucja s veoma realnim učincima, a pre svaga to da je tekst, zapravo zastrašujuće materljalan 


BĐ Razlika izmedu glume | izvođenja je trenutno moj ključni problam, odnosno stvar kojom cu se 
verovatno baviti jos dugo Čini mi se da je danas u progresivnim pnmenma pozorista | performanse ta 
razlika sve nopnmetnja Ako pođemo za Judith Butler, ı naše "doslovno", svakodnevno ponašanje 
konstnuiše fikciju idenutete Daka uprošćeno gledano razlika je ta da gluma pretpostavlja fikciju, da je 
onaj koji glumu nesto drugo od onoga što glumi a izvođenje je u tom slučaju pretpostavimo, doslovno U 
oba slučaja potrebne su veštne tehnike, znanja, samo Što Ja trenutno imam vise zivaca za rad 1 saradnju 
sa izvođačima nego sa vadicionalno školovanim glumeima jer veštine td prvih mnogo jasnije 
prepoznajem : laksa uspevam da ih mkorponram u Svoj rediteljski ili saradnički ili koautorski koncept nego 
Ovih drugih Bilo bi interesantno da Bojana kaza nešto o ovoma jer mislim da se 1 ona suočila se 
definisanjem ove razlike u radu na svoym recentnim predstavama 


BC: Razlika između glume : izvođenja. Prvo, sve je izvođenja ali kada se pitanje postavi konkretno u 
razlici izmedju projekata TkH | projekata koje smo naki ob nas samostalno pa ipak | u srodstvu sa 
TkHom, izveli, onda bih odgavonia sleoeóe 


Izvedbe TkH uvek su bila instrumentalna *teonj na delu” stoga primenjuju strategie perormansa 
pokazuju 1 demonstnraju naspram publika, računaju na afekat izazivanja dokse ne samo zato što su 
kontekstualno specifične, vec izrastaju z probiematizacyo konteksta koji ih trenutno predstavlja ilr 
uslovljava {scana teatra, bgdske altematve, akademski krugovi ogdsk! Intelektuelci kao | sve druge 
pniika TkH-nastupa) To bih nazvala teonjskim aktivizmom nesto poput destratrikacye teritorija na koju 
ieonjsk performans stupa Izvođenje u nekoliko predstave iz saradnje sa Janom Ritsemom 
(Verwantschappen, TODAYuiysses Pipelines a construction) možda se naziva stilom ne-gluma ali nije 
vođeno strategijom performansa zato što traži s ne pokazuje nešto Na radi sa o estetskom učinku 
otvorene interpretacije vec možda o jednom obliku produkcije produktivnosti u kajem izvodač 1 gledalac 
učestvuju mimolazeći se Ne mislim na promašaje performatva u smistu komunikacije intencija | efekata 
već na naglasak nesvodive razlike između prividne ekvrvalentnosti gledatalja | izvođača Ne bih da ovo 
zasladim ideologzovanim, popniično romantzovanim diskursom "gubitka". “neuspeha“, ‘prezence | 
*odsustmost* blabla koj trenutno vrši rsakcionarnu tentorijalizaciju i zatupljvanja daleko inteligentnija 
kntxe spektakla u zapadnoj Evrog:, jer se uvek radi sa stablinim postupkom, ali koji ne mora da kontroliše: 
svoju eikasnost U teatru kog opensa tekstom. privlači me mogućnosi iskušavanja granice razumevanja 1 
ne-privatanja (jer ekonomija izvođenja na centra ni višak m manjak zaloga uzvanja) 1 intanzitat izvedbe 
izvesne autonomizacye događaja koji ne moža biti u potpunosti kontrolisan logikom znaka | govornog 
éna Drugim rećima_na vlada rezmom nešto stoji za nešto drugo uz moc iskaza (enuncijacia), bez 
obzira što je njegova funkcija da samo pokreće premesia | destabilše totelzujuće strukture konteksta 


tt Kamo dalja? Planovi, želje, potrebe. . odustajanja? 


AY: Moje kuda dalje je sistematično, temeljno 1 dugogodišnje uvodjenje TkHovog diskursa u lokalnu 
msbtucju izvođačke umetnosti kao nezaobilaznog diskursa Ne samo jer sam to ja | TkHovci - mada će 
se ostvanti baš tako što ca TkHove: vremenom napraviti jednu transvarzalno-Insttucionalnu mrežu - već 
zato što se lokalna scene mora suočiti s okružujućim aktuelnim globalnim ı internacionalnim diskuraima 
koje niti prepoznaje niti ume da konceptuelizuje a oni je za 10 vreme određuju I upisuju (i. brišu) na 
Internaclonalnoj mapi Zneči, stalno ı stalno uzomnavati kvazi-bezbadnost | kvazi-stabunost diskursa jedna 
male marginalne kulture, koja se uljullkuje lažima da niko nije tako dobar, pametan i talentovan keo ona, 
dok Joj to baš to obuzme šansu da uopste posloji 


MŠ. Za TkH kao "pojavu" u postsocijalističkoj kultun Srbije to znači obrba da se opstane na lokalnoj 
entropénoj sceni 1 da se indnaduaino Ili kolektrvno (u ma kajoj kombinaciji) ude na internacionalnu scenu 
teorijsku | umetničku Za većinu autorki | sutora koji au prošli kroz TkHovske mutacije, mislim, kao onaj 
koji je mnogo stariji, da je u neposrednoj budućnosti glavni put diskurzivni marš kroz instrtucije 
unvorziteta, kulture, umetnosti 


Važniji radovi 


internet teatarsko-teonysle performans 
Psihoza i Smrt Autora algortam-YU 03 13 
TkH centar i katedra za Digitalnu umetnost 
Univerziteta umetnosti Beograd u tijeku 


taonjski spektakl Užvanje u Dekonstrukcy, 
Urban Festival, Ad Hoc 2 Filozofski fakuitet 
Zagreb. 2003 


radio dramski performans Zašto Ketr Aker 
mkada nije srela Markiza de Seda?, Radio 
Beograd || program 2003 


teorijski spektakl Uživanje u dekonstrukey: 
postsocijalstičkih mitologija, smpozijum 
“Univerzitet umetnost kao ekspenmentain: 
prostor za umetničke, pedagoške : naučne 
Inovacije" Rektorat Univerziteta umetnost, 
Beograd 2002 


teoryska instalacija Artists Have to Walk 
Through Theory međunarodna 
manifestacija "Real Presence 2002" Muzej 
25 maj Beograd 2002 


teorijski performans izvođenje roda “Apnisk: 
susreti 2002", SKC Beograd 2002 


teorijski dupleks inverzia/Asimetrya, u 
sklopu Akcyje/Frekcye klub za net kuituru 
MAMA Zagreb 2001 


operski spektakl DreamOpera po narudžbi 
festivala "New Moment ideas Campus" 
Teatro “Tarin”. Piran, 2002 , Narodno 
pozon&te scene V sprat, Beograd, 2001 


teorijski performans TkH Inverzja, INFANT 
2001 , Kulturni centar Novog Sade, 2001 


izložba/hepening Hiparresina alegonja - 
atelje teoretičara u doba postsocijalizma 
galerja SKC Beograd 2001 


teonjski performans Teona koja Hoda Narodno 
pazonSte scena V sprat Beograd 2001 


Suradnici TkH, 2000 


Bojana Cep 
Bojan Dorsey 
Soita ić 

Maio Wee: 

Mirko Lazov 
Tanja Markovic 
Ljuba Matic 
Maja Mirković 
vana Stamatovic. 
Jelena Novak 
Maa Peles 
Ksenija Stevanovic 
Miška Šuvakavić 
Jasna Veličković 
Ana Vujanovć 
Katana Zdjelar 


- 2004. 
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PJODOLIVOJG 


micro/macro/ 
social madness 
+ fancy designed 
organization 

+ critical theory 


Interview with TkH Bojana Cvejić, 
Bojan Đordev, Siniša llic, Tanja 
Marković, Miško Šuvaković and 
Ana Vujanović, February 2004 


Interviewed by Ivana Ivković 


{I} = Ivane Ivković 

(AV) = Ana Vujanović 
(Sl) = Siniša [ić 

(MS) = Miško Šuvakovć 
(BB) = Bojan Đordev 
(TM) = Tanja Marković 
(BC) = Bojana Cvejić 


JE How did Welking Theory (TkH) take its first 
steps? 


AN: TkH was initated at a time when for many of 
us who were about to finish or just finished studies 
at art facukies altemative education institutions 
(the Alternative Academic Education Network, 
Belgrade Open School, Women's Studies 
Canter and the Center for Contemporary Art - 
Belgrade) became more important then official 
education that was too men to engage us with the 
real new world of art. Personally, | craved a tool to 
activate the “positive knowledge" | obtained at the 
university Sensing it wasn't just an individual 
problem, we decided Miško should invite some of 
his students and | sorne of my close colleagues to 
participare in à senes of lectures and discussions 
Walking Dancing, Singing, Actng Theory At the 
time | was working at the Center for New 
Theatre and Dance (CENPI) and the whole thing 
took off from there Miško and | finshad the 
arrangements in the summer of 2000 and by the 
center s director Jovan Clnlov approved the 
project m September But that September was 
too hectic and we only managed to meet for tha. 
first time on the 4th of October At first the work 
was ' guanila like’, n CENP''s old archiva without 
any equipment, on broken chars Miško mostly 
lectured, but the lectures soon tumad mto 
discussions Some gave up, new people arrived, 
and some left temporanly but after a few months 
a team was established (Bojan. Siniša, Jelena 
Ksenja, Jasna, Miško Ana and Bojana) and e 
recognizable theoretical and artistic platform was 
Created Ihat published the first issue of TkH 
magazine and held the first theoretical 
performance Walking Theory on the V floor scene 
of the National Theatre in Belgrade All the verbs 
were dropped from the name at the tme, excep: 
tor "walk" a word that sums up the essence of 
theory "at work" The name was applied to the 
performance and the magazine that was 
supposed to be a copied accompanying booklet 
of the performance but Jovan and Milan Luélé 
gave tha magazine a possibilty to pubish as a 
“guerilla” magazine because CENP! had the funds. 
io back t only as ts brochure Then it somehow 
spread to us its collaborators: 


SF | partook in TkH's first steps nervously As we 
all were, more or less That's the fast way to laam 
to walk 


MŠ; TkH (the workshop, the group, the cartel, the 
school the center for performing arts) was created 
at a time when severa! unrelated micro and macro 
events and situations occurred and conjoined 
First the end of MiloSevc's regime and the 
establishing of the seemingly neoliberal 
democratization and transition TkH is a 
transitional type of occurrence: stepping out from 
being the alternative, towards global schemes and 
processes of transcultural artistic and theoretical 
producbons, although it ikewise developed a 
skeptic viewpoint towards art-antellectuairsm and 
the antriheory aspect of the transition Secondly 
the ensis of Belgrade's theatre alternative and its 
pro-populist and esotenc corruption, pnmanly in 
an esthetc and artisc sense The non-exstence 


of research prachice n contemporary Serbian 
music Thirdly, the awakening of theoretical pro- 
poststructuralist, pro-culturally onented and 
biopottical theorzation {AAEN BOS, Women's 
Studies Center and Center for Contemporary Art 
CSU) Fourthly a coincidental meeting of 
remarkable still unmarked by institutional 
academicism, students of graduate or 
postgraduate studies at the Faculty of Music 
Arte (Bojana. Jasna, Jelena, Ksenija), the Faculty 
of Drema Arts Ana, Bojan) and the Feculty of 
Fine Arts (Sinisa) in early October 2000 Fifthly, it 
was a confrontation of really strong and powerful, 
almost unbearable indiwcualities 


i, What is the progremmatic cheracter of TkH? 


MS Tactics within TKH changed over time from a 
desire to learn and catch tha last tran (leaving at 5 
past 5) towards that world (whatever that means) 
to ravolutlonizing the word of performing arts or 
tanoy Intellectual artistic entertainment, to 
constructing and serious consideration and 
reforming of the theoretical discourse of 
performing arts But, TkH s strategy from its first 
hour of formation, through rts mutations till today 
has been artificial theory in place of the organic 
impotence of Serbia s transitional spasm So, if! 
were to define TkH in a most general way in all rts 
phases, that definition would be 
micro/macro/social madnass + fancy designed 
organization + critica! theory = TkH 


Sl; | think all groups of this kind have the same 
programmatic onarecler art text, performance, 
discussion meetings vampinsm, networking talk 
of money, politics sex, Bojan s parties 
Communication among us is pure pleasure 
gathenngs in apartments. sms, e-mail, socializing, 
talks projects, | am just together with Ana and 
Bojan prepanng an interesting exhibition on think- 
stage theatrical space of TkH s projects and the 
like at the Museum of Applied Arts in Belgrade 


I Whet ie the relation between the 
interdleciphnary charecter of TkH end 
contemporery tendencies In the fleids of 
theory end ertistic practice? Where ere those 
juxtapositions moet visible, most productive 
Or progressive? 


MS: Theory Is located in TkH as its cantral area of 
interest precisely because of the necessity for a 
clean cut in the antitheory and theoryphobic 
Baigrade’s cultural atmosphere and art worlds 
TkH's theory has three foundations 


1 engaging with theory itself. poststructuralisms 
(ike Barthes, Althusser, Foucault Derrida, 
Deleuze Guattari, Lacan's school Žižek and 
Badlou), culture theory especially gender and 
queer theoncs (Foucault Fetmen, Clxous, 
Buttes) and biopalitics (Foucault Agamben, 
Herdt) 


2 engaging with theory of performing arts (like 
Schechner, Blau, Cerison, Auslender, 
McKenzie, Case, Hrvatin, Kunst, Milohnic, 
Pristas, Jovicevi¢) 


38 engaging with theory at work or theory as 
producion of para-narrative-pro-theory texts 
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Jepusp Bunuoie 


(John Cage. Victor Burgin, Kathy Acker, 
Jàáróme Bei, Marten Spångberg) 


Several theoretical and paratheoret: 
are estaoished within TKH 


| practices 


&/ nard theory wr of hard imerpretations and 
construction of intercisciplinary theory of 
performing arts (texts in theory-problem 
sections of Tkt 


b/ theoretical narratives. wnting theoretical 
narrative texts charactenstc of theoretical 
performances (texts for the performances. 
Wetong Theory /2001/ DreanyOpera 1200 
Or Taking pleasure n deconstruction 
or for theorebcal films like Gazes for RB 


BB: There is a simultaneity with European 
tendencies But at the moment, | am more 
terested in the fact thet no one else is engaged 
in this approach to performing arts or to theory in 
Belgrade Belgrade's alternative performing arts 
Scene is still deeply buned in à typically local 
mixture of folklore new age, psychodrama and a 
lack of cntica! approach 10 “exolic" techniques 
(and by this | am pnmanly thinking of butoh) 
Crit cal reviews are impressionistic Institutions 
Non-existent unstable or without direction or all 
of those 


AV The trend of interdisciptinanty, both in erts 
and in theory, exists since the time of nepavant- 
garde and especialy in postmodsmism 
Disciphnary borders are seen as repressors to be 
freed from TkH s mterdiscip! y IS somewhat 
rfferent in the sense that that parbcular. Cross- 
border" interdiscipiinanty is again sean as 
normatve while our method - the method of 
presentation and working with the matenal 
borders of the disciplines instead of their easy 
crossing It is a slippage from contemporary 
tendencies but not the only one of ts knd 


li: What is the refation between the magazine 


and the artistic actions? 


BƏ: The magazins, performances and educative 
actions of TkH are all parts of the same platform 
d usually function as an infusion into one 
another Siniša and | have worked on several 
proects didn t go by the TkH "brand", but 
were almost transparently relying on tha 
expenence of working with TKH Communication 
outward" has changed since the founding of TkH 
to today together with the changes in TkH s 
Internal structure In its first sx months TKH was a 
closed circle with a rather hersh iconoclastic 
athtude in both the magazine and the 
performances After its transformaton into a more 
flexible group with a varying number of 
collaborators gravitating around the magazine and 
the performances communication with the 
surroundings became more resourceful or viler 


AN: It is correct thet the tactics of relation with the 
mieu Is cleverer but TkH has become mors 
heterogeneous with the arrival of nev 
collaborators so TkH's internal communication Is 
not united | can see eye to eye nght away with 
he first collaborators since that first group's volce 
was more unified The primary excess of TKH s 
discourse on the local scene has become renown 
and as we all gan higher academic titles and the 
magazine grows, there Is a chance t will become 
more central So TKH s institutional position has 
changed it begins to appeal to the local scene 
and communication tactics come to work At first 
the process barely communicated with its 
‘surroundings In the beginning | personally was 
interested i aggravating the local scene and am 
now interested in twice interpellating it This is my 
Own styl in tactics while the discourse stays 
similar theoretically metenalistic the whole time 


BD Thats nght the discourse has stayed the 
sama but our institutional position (as funny as 
that sounds) is relatively more stable for the 
reasons Ana mentioned but also because of the 
third and fourth issues of the magazine that have 
in their proportions, quality and vanety of 


CoMiroutors together with clearly conceptualized 
«na camed out sections and topics meluding the 
Section “theory et work” wa have presented 
ourselves as unavodabie 


MS The magazine the schoo! the performances, 
those are all relatively open and differentiated 
Practices The first Issue of Tkd (2001) was bound 
to the first performance Later, the magazme 
becomes an independent insttution It is 
corresponding to the mterrhons of the magazines- 
actors or magazines-interventionlsts (historically 
Tel Quel or TOR and presently Meska or 
Frakcija) The functions of the magazine are to be 
Open and a permanent performing ranga for 
textual theoretical and artiste experiment, but also 
to dictate a type (and character appearance, 
design effects fictional and real) of discourses 
that do not exist in tha Belgrade scene (which are 
cansored forgotten, suppressed crossed-out or 
impossible), in Belgrade s performing arts worlds 
The magazina TkH has delivered - and | bebeve 
this to be the most significant field of its acting - è 
fleld of explication of the necessary interaction of 
theory and practice in art a field of founding and 
performing theory of performing arts, and a fieid of 
performing theory of a muititude of singulares 
and social identities in performing arts (pro- 
Badiou-an ontology) 


ll: The section “Theory at work" in the third 
issue of TkH bnngs us the Manifesto of 
Theoreticel Drama co-signed by Ana 
Vujanović ond Miško Šuvaković, The 
manifesto mentions oa an "important 
materialistic aplstemological cut", "the 
transfer from the structura of relating drama 
end stage text to the process (actlon, 
performance) of atructuring the reiation 
between drama and stage text/s". Theoreticel 
texts, but thelr authors, too, and discourses, 
often figure ae actors in dramatic situations, 


AV: Thet manifesto was concerned with the break 
up end the paradigm o“ mimetic drarra theatre 
the stage text presenting the dramatic one! and 
with the reductionist theses of a structurabst 
semiology that introduces Into theatrology ts 
notions as elements that create structure It seems 
as e typical binery par We have displaced this 
and pulled it apert even berora the manifesto But, 
it i$ obvious that for TkH t is about showing the 
inter-connectivity of theoretical and artistic text. not 
to understand performing as e phenomenon 
‘other from the discourse", but to literally lead 
theory onto a stage You could say an “other 
stage where dierent signifiers of art rule And the 
processes that occur here can not be reduced to 
fixed formulas of structure they are structurations 
that have a life on their own 


Sk Our texts, discourses and oursalves often 
become characters and actors in the dramatic 
plays- at {ast And how can one be certan of t | 
always think everything | read must be true 
Although 


TM Outwards or with the audience/readers, TkH 
communicatas with the same theoretical and 
linguistic tactics/games as do the members of 


TkH among the group Theoretical and linguistic 
tactics as somehow always politcal That s the 
understanding of art that we agree to We are 
Inclined 10 relammze n a masterly fashon every 
zero-degres postion m art or theory that operates 
with” mherent” knowledge as talent or with art as 
e place of political nnocence The attitude of 
grong up trying to adapt our voice, external or 
sntemal and inbmate, as is the constant efori to 
act from metalinguistic positions. often cause 
misunderstandings lacks of understanding, and 
rarely our own questioning Rarely because a 
considerable dose ot skepticism lack of 
understanding and wonder is what we expect n 
the reacnons to what we do The reacbons of 
those who are familar with the theoretical corpus. 
we draw our material from ara most valuable That 
audience is scarce The lack of understanding or 
resistance from the environment towards what we. 
Go 15 sometimes understood as a sign that we are 
going m the nght way, as a discreet conimabon 
that we haven t succumbed to the blind need to 
appaal by giving up our “hard” theoretical 
positions 


AV: | have a problem with Tanje s first sentence 
My imenbon with the work | do. what | wnte or 
Speak never was to aggravate or twice interpellate 
among my collaborators 


TM" | do not have the impression that we 
aggravate the audience | feel more like the 
audience has a problem with us as e reader might 
have with a book in a language he is not proficient 
in It seems our Impressions differ Ana, can you 
‘explain what you mean by “twice nterpellate"? 


AV: No, | did say t was my intention to aggravate 
the scene, and not to feel to have an Impression) 
like | am aggravating the audience And by "twice" 
1 mean | recall t into my discourse not at is own 
location, Dut at one | want to grab it at have it 
reply re-signity and comme t 


BC: To go beck to merdisopinasity - ri is not the 
field TkH onginally wanied to break ground with in 
the primary disciplines which we who were In the 
first formetion of the group cama from | think 
many of us, i can speak at least for myself, have € 
problem with the unproblemaneized academic 
notion of interdisciplinanty We assembled first 
and foremost because of an interest to perform, 
to produce discourse in differen discipiines and 
medie m pertorming and performance, which 
would enable a shrewd presence and 
confrontation with the resistance of the local scene 
and the resistance of arbshc practice Resistance 
to theory "from" art is not a rhetorical tnckery, 
although that interest is so beyond the grasp of 
Serbian ert scene that in Belgrade we are told 
"you have it easy as you chose to deal with 
Japanese gardens" In the last two issues of TkH 
magazine | noticed that theoretical self reflection 
has liberated itself from the "we seek ilustratons 
in the arts" formula As if today tt is of relevance to 
analyze situabons ot aberrant transfers between 
the theoretical and those artistic practices that ara 
inclined towards theory 


AV | agree with Bojana on the problem of 


unprobiemahicized understanding of 
interciscipinanty Thes is no longer a challenge 
because disciplines have Transformed to nclude 
that. And that is normative | am more interested m 
presenting the frames of discipines, deducting 
them, in a scientfic-theoretcal text, at a 
Symposium, on the stage The institutions" 
regimes reveal themselves as Soon as performing 
15 miroduced It deals with their regimes instead or 
smocthly reproducing them | am interested in the 
how and why, because those questions mark the 
matenal character of the institubon. the social 
questions of art and theory Performing those 
regimes that always reveal and necesserily betray 
a ittie s a social symptom. And | find that very 
important, the extracting and msisting on 
symptoms, the places that are the cracks n the 
smoothness of the discourse 


SI. When TkH was founded, | was at the end of 
my studies of art In my thoughts ana most works 
mterdisciplinanty was implied. Although | didnt 
give t much thought at the tene. | enjoyed the 
company of people who think and work alike | 
could say I give t more thought now, but it is 
mrelevart 


HW. I am thinking of a number of TkH's 
performance-duels (I am not using the term 
only to describe one concrete performance at 
the Urban Festival in Zagreb, but the whale 
more or less smuitaneous constellation of a 
senes of performances 1 was present for on 
that occasion). Ana, you speak of a "method 
of presentation", after this bnef discussion 
about provocation, interpellation (that may 
appear within TkH, on stage, at least), 1 
wonder how much does presentation (even 
exposure) as a method appear even in TkH's 
somewhat aestheticized ironic approach, if it 


i$ a case of “settling of accounts” that tha 
impressionistic critique, as Bojan describes it, 
isn't capable of? How dosa tha audience fit 
into this? 


MŠ: The audience? The audience, of course - in 
Lacan s sense doesn t exist Naturally, this Is a 
Joke, although . The audience is a world of 
accomplices, that ıs, the people who passed 
through TkH, around it or were a part of the 
atmosphere By giving ther fnendly or 
collaborative repies and interventions We are, 
after all, takmg about some thirty or so people of 
different age, gender race But, audience is also 
made up of fancy academic passers by / strollers 
through Belgrede's different new schools The 
audience is also made up of academic observers 
(professors) who peer ang follow the happenings 
around TkH and integrate or introduce them into. 
university discourse An audience is also the 
pnckled or cunous or icy theatre antiheory 
allematrve of the ninetes Audiences are also 
opposing theatre and music publications that 
directly or indirectly refer to TkH's productions An 
audience (Readers with a capital R) also are - ang 
for me the most important one" vanous young 
people, most often students who seek a way out 
of the Balkan pnson and towards a new theory 


AV. Tanja's and mine performance: lectures are 
always confrontations because confrontations are 
performed, not acted The audience sometimes: 
thinks we will begin to fight. But, those 
discussions are prepared in detail We even strive. 
to create clear theoretical positions that will 
confront And “behind the scenes”, we even often 
prepare both platforms together because tt Is not 
easy to resist doubt about the clear position and 
to answer a critical question from the opposing 
system when you also ses the other side as 


relevant and sometimes feel like agreeing with it 
Here this clanty is demanded because there are 
almost no clear positions on our scene and the 
ones that do exist are not seen as positions but as 
unquestionable tuisms, but then the difference is 
obvious This is meant for the audience's 
encounter with differant systems of discourse, and 
not just one indisoutable or correct question 
There are no winners in our performances More 
then anything, we show the networks of difference 
without "positive" intermission on the track of 
Derrida de Saussure It was similar with ona of 
our performance-lectures in Novi Sad, and even 
earlier In 2001 when Bojana Bojan and | 
performed at CENPI s symposium at ihe 
Yugoslav Drama Theatre 


TM: Working together, Ana and | quickly agreed. 
that a discussion is currently most efficient form of 
performing for the matenal we work with Ana 
prefers performance of thought It Is very difficult 
to work with her because she is a dangerous 
adversary, thinks very quickly very complexly and 
doesn't spare you as her partner, doesn't wait to 
S66 if you have understood all the levels of 
subtheses that the theses she is explicating are 
founded on During performance it is not easy to 
be both aware of all the levels of meaning and the 
functional use of tha moves she draws in an 
attempt to, nonchalantly displaying her position, 
checkmate you Of course some of the moves 
are lignt baroque decoration, although they don't 
Seem so at first But you must recognize that as 
wall and relax for a moment but not too long | 
think our performing often Includes a phentasm 
oontening the question of how Duchamp's chess 
games looked That chess clock we used in the 
performance in Zagreb can be read as an homage 
to Duchamp s playing | think of the clear positions. 
as of o kind of idealization because my theoretical 
background is mostly psychoanalyticel 

Idealization understood in that sense is always a 
defiection from the clear perception of real 
conditons that the position you chose to defend 
places you under (A psychoanalyst more inclined: 
towards disciplined thinking through his theoretcal 
concepts than me, mignt say that the idea we 
choose our own position is & very consoling, very 
ideallzing very infantile one ) Your type of defense 
Creates new conditions according to which you 
must position yourself The more complex tha 
arguments you find for tha position you present, 
the greater the danger to betray the expectation of 
that clear position Complex posrbons are schizo- 
positions or if you prefer It politically correct, 
interdisclplinary nodes Clear positions can be 
understood differently as places completely 
defined by referenta! thougnt In that case | agree 
with Ana that rt is difficult to find them on our 
scene And an even bigger problem is the scarcity 
of positions the lack of diversity, a small number 
of inspiring polemics The poverty of the scene. 
forces you to constantly strive to work with the 
scenes of the unconscious of the culture you work 
In revealing the unconscioue and unused 

positions artistic or theoretical that s political To 
leave the clear position as a place of hard to reach 
ideality may mean to move from Hegel towards 


Marx To deduct Marx today still holds e promise 
of hope unlike deducting Freud, for example. 
whch crushes that promise. i am becoming 
aware that, without pnor arrangement, Ana and I 
contnue to deduct opposing positions in this 
interaew | Usually enjoy these TkH differences of 
ours 


AV: TkH's works are pnmaniy theoretical and then 
iheorebcal-arhstic. Some of the collaborators have 
ther own projects, Bojana, Bojan Sina. , shat 
have references to TkH s platform, but move in 
different directions, some of them artstie But not 
TKH This is not spitting hairs this ie important for 
positioning of TkH's work, they are theory brought 
into (and deducted from) the art inshtution - and 
that s thew base structure 


BB: | can agree wath Ana that the difference 
between TkH's and Siniša's and mine projects s 
that ours are more artistic and TkH's more 
theoretical Although TkH's projects also hold a 
certam art-tneory continuum on whose different 
nods different projects stand For example, 
Hyperreal Allagory ünstalation-happening-dnpping 
of photocopied matenals) and OresmOpera or 
Psychosis which is stil! a work in progress, are 
closer to the artistic end of thë continuum, while 
other performances and actions ere closer to the 
theoretical end One important difference between 
TKH s and our work (Singa’s and ming) - and | am 
thintong here of FRIDA KAHLO una pierna y ires 
corazones, The Dracula Project and the 
Archeoiogy/eutopsy of the performance 

“Waiting "ia cur collaboration with Sana 
Đorović who, unlike Siniša and ma, is not a 
performer but an actress The whole project of 
FRIDA KAHLO was precisely founded on on- 
stage confrontation of Sinisa's and mine 
performance with Sene's achng These three 
projects are fundamentally concerned with the 
problem of theatre - FRIDA and Waring. briefly 
deal with the role of text in ine theatre, while The 
Dracula Proyect tries to establish e new kind of 
politica theatre while TkH s projects are even 
more flexible and cover a more general expanse of 
penorming arts and art theory in general - 
although each project deals with its own issues 


li Lika Desert of the mage, tor exemple? 


BB. Our performance at the Queer Zagreb festval 
with Desert of the image (which had been 
performed in a somewhat different version at the 
queerathon B-visible in Gent) is a kind of homage 
to Miško Šuvaković by taking over his form - slide 
projection with an ebnormai number of 
scandalous photographs and an addition of 
Smiša s "ive" screen where he mostly confronts 
my theses In that wey we are returning to the 
“TKH dislogue/confrontabon" of different positions 
that appears In DreamOpara performed by Bojana 
and Ksenija (Orpheus and Figaro) 


li: The distinction between performing and 
acting is ona of the key points of 
interpretation of TkH's actions. How does this 
relate to performativity of text? 


AV. | consider performabvty sn “inevitable destiny" 
of every performed text And no other exists This 


mears į am thinking far beyond Austin Searle 
speech act theory- pnmanty in the sense of 
semiotc performativiy in sensa of Demda 
Felman Butler Thinking of text as productivity, s 
practice that deducts actual, matenal physical 
real etc effects a signifying practice that never 
results with a final product, but continually 
redistnbutes ts semiouc context, one that also 
defines it This is also true of contemporary theory, 
even when It isn t its intention. (Although for 
myself, tha theory and type of text |, and TKH in 
general work with, it is an Intention.) This 
continuously present performativity - present even 
when it tnos to present itself as conclusive to 
Secondary discourses, say a philosophical 
reflacton or scientific argumentation - should be 
expicated, worked with To conmont an audience 
(reader spectators, listeners) wiih the fact that the 
act of one text beng peromnad in front of ther 
eyes in a deferred and overwntten here-and-new, 
15 never Innocent never separated mom the 
material context it is pertormed in, and never 
transcends t To summanze, | see performativity 
Of text in the sense that text is discourse 
per'ormed in a network of social insirtutons with 
very real effects and is, more than anything, 
fnghteningly materal 


B8. The difference between acting end performing 
1s my key Issue at the moment tt is something I'll 
probably be dealing with for a whila It seems that 
today s progressive examples of theatre and 
performance diminish ths difference more and 
more If we follow Judith Butler and see our 
“hteral”, everyday behavior as constitutive of a 
fiction of identity So, generally speaking, the 
Oriference is that acting presupposes fiction, that 
the one acting is something eise than the what na 
acts. than performance is lest suppose neal in 
both cases skills, techniques and knowledge ere 
necessary, but | just have more patience to work. 
and collaborate with performers then wih 
classically trained actors because I can recognze 
their skiis, etc more readily and then manage to 
Incorporate them into my director s of 
collaborator's or co-authar's concept It would bs 
Interesting to hear Bojana say something on this, | 
believe she has confronted defining this difference 
in her recent productions 


BC; The difference between acting and 
performing Firstly, al! is performing, but when the 
question 1s put to the concrete differences 
between TkH's projects and ones some of us 
have done on our own even though related to 
TkH, i'd say the following TkH s performances 
were always instrumental to “theory at work’, so 
they do apply strategies of performance display 
and demonstrate to an audience, count on the 
effect of provocahon wie coming from. not only 
because they are contextually specific an 
exeminabon of the context that presents or 
determines them (the theatre scene, Belgrade 5 
altematve scene academe circles Belgrada s 
intellectuals including all other occasions of TkH's 
performances) | would call it theoretical actvism 
something like desiratification of temtory which 
theoretical performance treads upon Performing 
In several productions in collaboration with Jan 


Ritsema (Verwantschappen, TODAYulysses, 
Pipetnes, s construction) may be popularly called 
tha style of nonvactng_ but ien t directed by a 
strategy of performance art because it searches 
for rather than shows something It is not about 
the aesthetic effect of open interpretation. but 
perhaps about a form of producing productivity In 
which the performer and the spectator are 
included yet by missing each other | am not 
thinking of the performanve s failures in the sense 
of communication of intentions and effects but of 
emphasizing the irreducible difference between the 
apparent equality of spectator and performer | 
don't want to swaeten this by deologized, quite 
romanticized discourse of loss” "ialure", lack of 
presence”, the blah blah that is currantly 
terntonalizating and deadening the critique of 
spectacle in western Europe because it Is alwaye 
about deploying a set o: procedures, but without 
controfing their efficacy | m drawn to text-theatre 
by the possibilty of testing the borders of 
comprehensibilty and resistance, and also the 
intensity of performance a certain autonomization 
of event that cannct be completely controlled by 
the logic of sign and speecn act In other words it 
len t ruled by the regime something stands for 
something eise with the power of enunciation 
even though its function is only to move relocate 
and destabilize the totahzing structures of context 


Il: Where do you go from here? Pisns, wishes, 
needs.. relinquishments? 


AV- My game plan s a systematic, thorough and 
long-term introducton of TkH'e discourse into the 
local insbtution of performing arts as an 
indispensable discourse Not only because t Is me 
&nd the rest of TkH - although this will happen 
through TkH's members creation of one 
transversal-Institutional network - but because the 
loca! scene must race the current enveloping 
global and international discourses it doasn t 
recognize or have the ability to conceptualize 
while they are definng and inscnbing (that is 
erasing) ft on an mtematonal map This means. 
constantly shaking up the quasi-securnty and 
quasi-stability of discourse of one marginal culture 
that lulle self with les that no one is so good 
smart end talented as it is, while ts possibility of 
existence is taken away 


MŠ: For TkH as an occurrence n the 
postsocalst culture of Serbia this means a 
struggle to survive on the local entropie scene and 
to enter, individually or collectvely (in any 
combination) the international scene. theoretical 
and artsiie For most authors who have tread 
through TkH's mutations | think, as one who Is 
much older, the immediate future holds a 
discursive march through the institutions of 
unversity culture art 


Important Works 


Internet theatre-theory performance 
Psychosis and Death of the Author 
Algonthm- YU 03 13 TWH Center and the 
department of Digital Art University of Arts, 
Belgrade, in progress 


Theoretical spectacle Induigng m 
Deconstruction Urban Festival Ad Hoc 2 
Faculty of Philosophy Zagreb, 2003 


Radio play pertormance Why Kathy Acker 
never mat Marquis de Sade?, Radio 
Belgrade, Il programme 2003 


theoret ca! spectacle indulging in 
Deconstruction of Postsociafist Mythologies: 
symposium "Art university as exoenmental 
space for artistic pedagogical and scientific. 
Innovation’, the President's office of tha 
University of Arts. Belgrade, 2002 


theoretical installation Artists Have to Walk 
Through Theory, international manifestation 
“Real Presence 2002*, Museum of 25. of 
May Belgrade, 2002 


theoretical performance Performing Gender 


"Apri Meetings 2002" SKC Belgrade 2002 


thacretical duplex Inverson/Asymmetry a 
part of Akcia/Frakcya, net culture club 
MAMA, Zagreb 2001 


opera spectacle DreamOpera by 
commission af the festival "New Moment 
Ideas Campus", Teatro "Tartini" Piran 
Slovenia 2002 , National Theatre V floor 
scené Belgrade, 2001 


thaoretical performance TkH Inversion, 
INFANT 2001. Cultural Center of Novi Sad, 
2001 


exhibiion/happening Hyperreal Allegory - the 


Studio of a Theoretican in theAage of 
Postsociaism Galery SKC, Belgrade, 2001 


iheorebcal performance Wakng Theory 


Natonal Theatre V floor scene Belgrade 2001 


Collaborators TkH, 2000 - 2004. 


Bojana Cvajle 
Boan Đorđev 
Sina it 

Viotko ic 

Mrko Lazovic 
Tarja Markovic: 
Ljubiša Matic 
Maje Mirkovic: 
Ivana Sramatovic 
Jelena Novak 
Maja Peeve 
Kaanga Stevanović 
Miško Šuvakovć 
Jasne Veitkowt 
Ana Vojenović 
Katana Zdiar 
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(ISBN 3-00-009996-4} This 35 e wors book for choreographers, dancers, 
presentera, and ac che eame cime it i6 a bock ror everybody'e om 
ivagized vermion of ‘i The basic idee of 
cme projece ie cas SCHREIBSTUCK a tron a 
choreographic score - there are severe different interorecetions 
worked out and then presensed or azage simulzaneovsly The long-term 
goal is that furtner versions of thie piece will be developed in 
Other countries end cities This score 1s not a grephic dance note- 
tion of movemerce, it 18 a spatio-cemporally structursa succeesion 
Of themes Ths materia. and dance-l:xe rmalization are worked out by 
tha performers Next to several cance-!ike tasks, chs theves comprise 
actiona concerning elementary human activities, verba remarks 
referr.ng zo tha piece, and structurel indications PP The project 
Schreibsrack consists of several aepects There are thie book, the 
boxsa vite the tools needed for the production tha concepe, the ver- 
aicns already realized che versions nos yer realized, the admni- 
strative production and tha future possibilities of developing the 
piece It is slso intended not only to use these elements of the 
piece, but elac to show that they ars autonomos forms of tha pisce 
$ The idea for suck a project grew from che first came 
of ay first commissioned work 1 developed together with Estonian 
dancers with the help of the Goathe Inetiture in Tellin  Purthar 
tours in different courtriee seve ma tne opportumity z0 confront my 
own way of working wath the practical work an coliaboratzon with peo- 
ple coming from different cultural contexte Tt could oe snteresting 
zo develop a pisce an severe? different countries, wh.ch takes diffe 
rent culturally related fores of being into cocs:deration » 
The Western Europesr discourse concerning dance 1s a very apecific 
culture, which cannot ec masily né transferred zo other complex 
aystems and their cultural contexte Nut even vathin the Kuropear 
orders, there are fortunately sndlesa differentiationg and 
opinions concerning this iasue The main discussion whch I had 
with ell the participate in this project, 18 about fixation and 
definitica Which, how far and why tninya are defined in the 
score, and leter, af they have to pe carried out lake that or on 
the other hard, why toings should be left open. by ott te 
signaficant that every person kas ar least one interpretation 
By streaghtenine out the tonetitutimg fectore of the project 
(the work of the euthor, the rwalasation, the aéranzetrative 
coordination, etc } and the disposition of the elements (dance- 
Tine movements, emotions, performative sttitudes, the stage, 
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Razmišljanja O projektu 
"SCHREIBSTÜCK" 


Thomas Lehmen 


Prevela Nikolina Pristas 


“Schrelostuck" Je autorsko dijelo za ples Koreograf ko) ga postavlja u izvedbu kompilra vlastitu varijantu 
koreografije po mom konceptu Izloženom u knjizi istog imena, ali bez mog daljnjeg uplitanja Svoju 
varijantu izvodi paralelno s još druga dva koreografa istovremeno na istoj sceni takoder bez mog 
uplitanja Ono što uvijek primjetim je ca se razlike ne nalaze ondje gdje ı onako kako ih očekujemo te isto 
tako, ono što je zajedničko pojavljuje se ondje gdje) onako kako nije željeno To prihvatiti, veliki je zadatak 
za gledatelja 


Čini se da sve to predstavlja teškoću nekim gledateljima stoga što su navikli tražiti prozvedeni "kazališni 
ugovor koji nalaže kako bi gledane scene trebalo gledati | razumijevati ne bi li se bilo na sigurnoj, točnoj, 
“ispravnoj strani Međutim, ukoliko netko ima problema prihvatiti ono što sam vidi. kako je moguć daljnu 
razgovor ı na kojm osnovama? 


b> 


Space_Plan of Performance Area 


>> Space_Use of Performance Area 


B 


predstave nó ježi toliko u činjenici da ona nudi mogućnosti prometrania različitosti u izvršenju 
različitih varijanti, koliko u manjku ražščitosli modu judam bicimá: njihovim pokušajima da se potvrde 
unutar konteksta i istosb tema. Teme su koliko banaine toliko s kompleksne. Temeljno ljudska-funkoije. 
poput “Jebanja", “Rada”, "Umiranja" implementiraju so uvijek iznova u kanonima "Ljubavna priče 
“Objašnjenje komada", “Oscbna filozofija“ td., preko kojih plesači uspostavljaju odrios prema projektu 


U vremenskoj linis tri grupe jedna za drugom prolaze économ slijeva nados izvode pripremljene 
Jedrominutne komade na određenim točkama ši pojima U prostornu. Struktura je-ista Za Svakoga, n svi 
mau mogućnost odmaknuti se od rigidnosti strukture it zada aka, pritom imajući 
na umu da će druge dvije grupe izvesti iste vremenskim zaostatkom 


> pokazuju različite strategije ZA strukturom. Neki savjesno obave svoju dužnost, slože svoje 
iči u potpunosti odgovornost -auioru. 
maknuti konceptu pokugaiima da ga 
naddu nameóu& mu druge sik bledo u drugim identfikacyama: To postaje konirastirano 1 
raskmnkaro kroz motreći pogled drugog Sto. susjedno može promatrati i gledatelj. 


Neka si stvar pojednostavo : apstrahirar od strukturo "tako_da se njima više ne posreduje kontekst, 
nego pretpostavljanjem sveobuhvatne, neupitne metafizike, li možda na U povoj slučaju moguće je: 
doseći razinu bavljenja svim pitanima koja se pojavljuju, bez izbjegavanja, i dopusti da ona sva 
produktivno udu u izvedbu 


Osnova, naime, i svakom slučaju ostaje ista. sva su ljudska Oca sta, sva setu, jedu, plešu, umiru; jebu 
se; rađaju, brveju rođena, govore mnoge gluposti, vole jedna druge, mrze, i ubijaju također Jedino se 
razlikuju po etketi. Samo Izrazi na razini senbola : identifikacija ne razliku 


STOGA $9 1 sve variante dobre i zanimljive: Ne postoje bolje ose. Promatrajući izvana niti jediin stilistik 
ili genealoški kritery ne bi bio-primjenjljiv Promatrač je bačeri samom sebi, Në postoji nikakav kriterij koji 
se može prmenit na uvjete individualnih radova. U najboljem slučaju, rnožda jedino ra susjednu preradu 
tf uvjeta: 


LE početku mi je iskustvo tog projekta: činjenica da nisam u mogućnost išta učiti osrm-privaćati 
vargante, kako god one bile konstiturane, bila grozna. S vremenom sam se naučio bolje nosti s time čak 


tkad rzultali ni namanje ne odgovaraju mojim estetskim osjecajima. "Nakon toga" čovjek se osjeća 
bale, kao otušlran, očišćen ad svake potrebe za kulturoleskorn ili estetčkom diferencijacyom viđenog, 


bb Schreibstuck_Themes/Score 


Te 


očišćen od Gvake nuzno&ti Za zajedničkim osjećajem pripadnost ipmeliem simbola. 


vrijeme trajanja radnog-procosa Uvijek je izranjao jedán aspakt, onaj 
podijeljene odgovornosti: Prozimost koncepta; nemogući eknvanja bića plesača u bijelom, 
osvetljeno prostoru, činjenica da se nakon pet minuta vad sve zna, shvaćanje da 50 život ponavlja ipak 


: ^ samih sebe 1 konteksta komada. Odgovomc 
prenijeti ni na šta i m na koga "Schreibtück" je i - di 


Što korsogrefi misle kada kazir da Im je ogrmtičena sloboda da préneeti vlastiti stil tome slično, onako 
kako su fid? D 


Apsolutna tabula Sloboda može. postojati jedino koa utopiska: Bez si a neri rizike 
slobode 


i da preoblikujem pitanje, može li sa nazvati slobodom korištenja vlastiti nesloboda npr: služenje 
vastititni zedanostima? Jer, dti je sloboda reprodkiciranje viactitin slliziranih semptoma? Sloboda koja 
možda preostaje jest u.préviàdavariu tih simptom: 


U kazalištu ili glaze vrta je Uobičajeno raditi na prediošcima drugih autora; u polju koteografij 
praksa susreće. s ražumnijivim teškoćama. 


S jedne strane oni "Osobni" zadac: za materijal te s druge jc definwanost strukture pokazuje kreativne, 
sebe- }drugog-konshtuirajuce plesače u podučje napetosti velikih određenih konteksta ograničeno 
mogućnost pojedinaca da djeluju únutar te određenosti. Da lr je plesač autor vlastitog plesa? De i je 
plesac autor osjećaja koje Taisi da može hvaliti kao unikatne t koji u odrođećoj men pribavljaju ncopozive 
temelje Istnkost" asjecam, dakle jesam, zapravi ono što osjeca. Dojam 'osjecanja ipak nikako ne. 
Predstavlja viši oblik Kormunikacye sa semim Šobom, Ke ni druge govore Tehnike. Sve su ništa doll 
dojmovi slike 


Kao sto sam rekao; ja isli 4:1 u prevladavanju simptoma i koncentraciji bića, svjesekij prisutnosti 
plesača u trenutačnojri kontekstu jesi sloboda da se stvarima dd smjer, s toy Zulin- manje 
Spektakulimo od onoju što kazališna kutija često traži pd ines 


www.thomasichmcri.de. 


Reflections On 
The Project . 
"SCHREIBSTUCK" 


By Thomas Lehmen 
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"Schrabstuck s an authonal piece for dance The 
choreographer who executes it mio a perormance 
compiles his/her own version according fo my 
Concept presented in the book of the same tile but 
wathout any further mvolvement on my part. The 


choreographers on the same stage agan without 
my involvement What Labways nonce ts that the 
ferences are not found there and where one 
‘expects to find them and thal what s common 
appears there where and in such a manner that is 
not desred To accept this is a considerable task 
on the part of the wewers. 


it seems that al tus presents a dificuky to some of 
‘the audience members as they are used to finding 
a prefabacated “theater agreement" which 
stpuiates how cartan scenes should be wewed 
and understood, so as to be on the safe, nght, 
“cored” soe. However, insomuch as one nas 
problems acceptng what one sees, how is furtrer 
discusson then possible and on what grounds? 


The strength of the prece does not lis so much n 
ine fact that t offers the possibilty ror observing 
differences n the execumon of the vanous versions, 
as n the tack of difference betweer human bangs 
and ther attempts to affirm themselves within the 
context and sameness or the themes The themes 
are as banal as they are complex Fundamental 
human functions such as “Fucking” “Working” 
"Dying" are implemented again and agan n the 
carons “Love Story” "Explanabon of the Piece" 
“Personal Phàosochy" etc. through which the. 
dancers establish a ralabon to the pece 


Three groups wander successively from left 10 ngnt. 
through the stage along a tme-fine períomng 
prepared one-mmute pieces at specific pants or 
fields on stage The structure is the same for 
everyone, and they all have the possibilty io go 
away from the nardity of the grven n the 
mierpretabon of the structure or task, at the same 
tme knowing that the other two groups wil perform 
the same themes withn a bme-iag 


The versions show the different strateges n 
handing the structure Some perform ther duty 
well assemnping ther one minute elements and 
performing them also well leaving tne responsibility 
entrely to the author Others truly put a iot of effort 
nto retanng ther own charactenshics and identty 
evading the concept wath attempts to surpass t by 
Imposing other mages onto it. fading n other 
Kentficatons This becomes revealed through 
contrasting and observing view or the other which 
car be observed al the same tme by the spectator 


Some simplity the pece for themselves. abstracting 
it from the structure and themes so that context is 
no longer mediated through these. but through the 
assumption of an al-encompassing, 
unquesborabie metaphysics, or perhaps not Ina 
favourable case, it is possible to reach ihe level of 
dealing wrth al queskons that anse, without 
avoiding them, and alowng them to enter the 
performance n a productve manner The bass, 
however, remans the same m every case every 
human being is the same, they al shit. eat dance, 


de fuck give birth are bom talk nonsense love 
gach other hate, and kil as wel The only difference 
iin the label Only expressions on the symbolic 
and identification level create the difference 


For this reason a! the versions are good and 
teresting There is no better or worse one 
Observng from the outside not ona styistic or 
genealogical cntenon is applicable The observer Is 
thrown back to hirv/herself There is no crrtenon 
which can be applied to tha conditions of individua! 
works At most, perhaps only on a consequent 
remaking of these conditions 


In the beginning my experences ot that project - 
the fact being that | did not have the possibility to 
do anything except accept the versions, however 
they were corstructed - was temble In tme, ! 
learned 10 deal with it beter even when the resuits 
scarcely correspond to my own aesthetic sense 
„Aiter it^ one feels better, like showered cleansed 
from the needs of cultural and aesthetic 
driferentaton of what is seen and cleansed from 
the necessity for the communal spint on the basis 
of symbols 


In discussions with the dancers dunng the duration 
of the work process itself one aspect always 
emerges tha one about divided responsibliny The 
transparency of the concept the mpossiolny ot 
hiding the being of the dancer in the white, bnohtiy 
kt space, the fact that after fiva minutes everything 
18 already known, the understanding that Ife still 
repeats itself only In cycles, that the spectacular 
inserts already at the gaze of the spectator are 
transformed from another world into something 
banal and for all of ths to be endured it is 
necessary to stand up against it or to flee Ths 
demands the performer's strong presence of 
mental and physical mediation of ther own selves 
and the context of the pece The responsibility of 
ona s own being cannot be transferred onto 
anything or anyone alse "Schreibstuck" is ether or 


‘What do choreographers think when they say that 
they are limđted in ther liberty to convey their Style 
as they are used to? 


An absolute tabula rasa freedom can exst only as 
utopan Without memory, there is no difference for 
more freedom 


Alternatively, to reformulate the question, can one 
call the use of one's own lack of freedom as 
freedom 18, by using one's own prerequisites? 
Because, is freedom the reproduction of one's own 
stvized symptoms? The freedom that perhaps 
remains is in the overcoming of these symptoms 


in theatre or m music it is very common to work on 
pieces by other authors, in the field of 


choreography this practice encounters. 
understandable difficuites 


On the one hand those "persona!" tasks for the 
matenal, and on the other, the clear defintion of the 
structure shows creative, sell-and other-constituent 
dancers in the area af tension of largely determined 
context and limited possibilities for the indivdual to 
act within this determmation Is the dancer the 
author of ther own dance? Is the dancer the author 
of his/her sensations. one means to claim unique 


for himselfnerseli_ and which fo a certan extent 
provide the irrefutable basis for truth. | tee! therefore: 
{am actually trat what 1ieel The impression of 
sensation somehow does not represent a higher 
form of communication with oneself, nor any other 
linguistic techniques All are nothing more than 
impressions and Images 
As | have mentioned, | believe that in the 
overcoming of symptoms and concentration in a 
being the conscious presence of the dancer in the 
current context there is freedom to give things a 


t i 
g i g H E 1 
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what that theatre-crate often demands from us * 
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. Philipp Gehmacher 
humana kinetika 


Franz Antoni Cramer 


Fit: Chile Van der Burght 
Pioveo-s ongleskog: Kit Milacirioy 


Austrijski koreograf Philipp Gehmacher (r: 1975) tvrdoglavo radi na novem obliku artikulacije 
plosriih iskaza. Roden 1 odrastao u Salzburgu, obrazovao se u Londonu, a otprije godinu dana 
radi u Beču, gdje jò U travnju 2003. prikazao svoj dosada najvažnijikomad "mountains afe 
mountains” U njomu se pet plesaca, rnedu-kojima je i sam Gehmacher okuplja u višeglasno: 
hrtikulranora razgovons 9 ljudskoj i kinatičkoj komunikaciji. Franz Anton Cramer piše o Jož 
jaju-dvju predstava u Utrechti i Bering teo peispekivama koje otvara Gehmacherov rat. 
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Razvoj plesnih stilova posljednjih je desetljeca 
bro krajnje buran U novijoj 1 namovnoj povijesti 
evolucte trajno su se održali samo malobrojni 
parametri ili (bitne) karaktensike Od 
demokratske, anhekustičke emfatičnosh šezde 
seth godna, od “pedesinan dancea" Judson 
Churcha do atatičnog sklopa značenje kod 
Jeromea Bela od biranih slučajnih operacija 
dvojca Merce Cunningham 1 John Cage do 
kulture performansa, od istraživanje nasilja Pine 
Bausch do ekspenmentalnih stuacia Xaviera 
Le Roya, taj se žanr nezadrživo prošino Poput 
plina, čije ye glavno fizikalno svojstvo 
nesputano prostorno širenje, ples jo danas 
možda dosegnuo svoj maksimalni volumen 
On zauzima cijeli prostor koji mu stavljaju na 
raspolaganje kazalište, kultumi menadžment 1 
intelektualna smjelost 


No s tm su se totalnim odncaniem od nekada 
mnogo uže definiranog predmeta mobilizirale 1 
promvnicke snage One "ples" žele ponovno 
kondenzira, izdvojiti ga iz pulsirajuće atmos- 
fere mogućega | ulih ga u boca pod pritiskom, 
sposobne za najveci pritisak t u svako doba 
spremna za potrošnju To što ta - konzervira- 
juca - nastojanja njetko prau ozbiljno raspravi- 
janje o tome što je ono što ples zapravo čini 
samostalnim, što bi ga moglo odikovati u 
odnosu na druge oblike prikazivanja - taj 
nedostatak čini tradicionalne pozicije kntike 
plesa, usmjerene prema afirmacy! tako 
beznačajnima, aii: tako učinkoviima One obi- 
lježavaju stalne vnjednosne | stilske sudove od 
kojih se ples u komercialzvanom kultumom 
okružju teško može obraniti Jer tradicional- 
nom razumijevanju plesa pnpada to da se on 
mora pokazivati pod tnma predznacima. spek- 
takla, erotike, bravure S tom se trijadom 
povezuju nade da se može prognati 1 učini 
bezazlenim sve opasno, sve subverzmno tog 
žanra Stoga ples, zeli i bii pnmyecen 
načešće mora biti ljubek, mora zabavljati, | 
mora u svakom trenutku objašnjavati sam 
sebe Inaos se odbacuje kao "intelektualan" ili 
“konceptualstički“ 1 smješta se u nišu umjet- 
nost Neka se onda sami gledaju! Novjim, 
naprednijim obiema i stilovima piesa odnosno 
koreografije ne pnznaje se prihvatljiv iskazni 
karakter 

Stoga se na žalost može osjetiti tupi vonj 
odmetništva kad se koreografi, kao rezultat 
temeljnog refleksnnog pracesa o svojim pos- 
tupcima , ponovno okreću paradigmama koje 
u konzervatvnom smislu trebaju imati veze S 
nekom “bit plesa" Kad se dakle za oblikovno 
polazište ponovno uzima jedan specifičan obuk 
kretarya 1 pokretnosti ` takoreci “čistog kreta- 
nja" Kad se djeluje iz manentnosti medija tijelo 
1 Njegovih kinetičkih odnosa, umjesio da se 
poduzima neko atatično-konceptualno raskn 
vanje vlastitog misaonog procesa Povezivarye 
tih dvaju postupaka tek rijetko uspjeva onako 
sretno lt u jednom posve temeljnom smislu 
onako problematično) kao posljednji put u 
“Projektu“ Xaviera Le Roya (2003) 

Tom koreografskom potivatu na granici 
između umjemosi 1 igre slučajnosti 1 planira 


nja, proizašlom iz ponavljanog procesa “kritike 
spektakulamog uma", nece se moci odreci da 
je postao komad velikog kalibra Uz ostalo, on 
se bavio vezom artificijelnosti 1 autentičnosti, 
djelovanja : njegovih pravila, konsnost | 
nesvrhovitosti umjetnosti U tom kontekstu 
plesači ne komuniciraju kroz uloge ti 
tehničkom bravuroznoscu ilt važnoscu svojih 
osobnih poruka, nego samo kroz pravila igre 
(na prmjer u obliku igara loptom) No istodob- 
no u svakoj ign vrjedi ona je smrtno ozbiljna, 1 
to tim više što se vise 'samo" igra Modusu 
teatralnoga ne može pobjeci nitko tko u njega 
jednom ude Ma koliku se odzumralo ono 
"vani", gledalac | njegova potraga za “smis- 
lom" Pred tom je preprekom “Projekt ' sa svo- 
jom gestom analitike diskursa stao Pokazao je 
da se samo kntičkm, takoreci distancirajućim 
stavom još ne ukazuje ni na kakav nov smjer 
Stoga je za mene jedan od središnjih 
zaključaka koji se mogu izvuci Iz mišljenja o 
plesu posljednjih godina taj da se ne možemo 
odreci neke kategonje "bitnosti" Ne propitivati 
ples | koreografiju - razumljene kao samostalan 
oblik proizvodnje smisla - s obzirom na neku 
takvu "bit", dakle uopce ne počin atl potragu 
za nekom dubljom oanovom za specifičnu 
aktivnost plesa, štoviše u ime temeljne kritike 
spektakla možda | zabraniti postavljanje takvog 
pitanja - takav stav zatvara jedan instruktivan 
put pnbližavanja plesu | bavljenja njime 

Možda razlog za moju tezu o bitnosti plesa 
proizlazi iz jedne protureakcije dvostruko 
okrenute dijalektičke geste čuvanja Jer govoriti 
O plesu uvijek zneči ı pregovarati o specifičnom 
odnosu logosa 1 some, to znači u verbalno 
obilježenoj kultun braniti sposobnost da se 
traže 1 razvijaju drukčiji, možda pnmjereniji 
putovi sporazumijevanja U govoru o plesu bit- 
nosti mogla bi biti sknvena namjera da se 
nasuprot pomovnim apstrakcijama medijskih i 
intelektualnih svjetova zivota postavi napoj- 
movni oblik komunikacije. koji je ipak izrazite 
iskazne snage Drugim nječima, utaplja plesa 
(a umjetnički ples modeme nije zamisliv bez 
mišljenja same utopije) mogla bi biti zastupanje 
jednog oblika razmjene | susreta s one strane 
tradicionalnih, logocentnénih staza bar kao 
oblika mogućnosti te održavanje budnim 
sjecanja na predverbalno u ruhu verbalnoga 
Upute na to mogu se naći još otkad se um 
počeo izlagati svojoj vlastitoj kriti. Premda se 
u kasnoprosvjetrteljskom mišljenju idealizma Još 
radi o suprotnom pokretu, "Fenomenologija 
Guha' Georga Wilhelma Fnedncha Hegela 
(1807) svoj pnkaz pojavnih formi duha u likovi- 
ma kOji se izmjenjuju razvija kao sve veci 
gubitak torme, kao dematenjaliziranje Kod 
Hegela "kip u ljudskom liku" još nema duše, 
ona je mnogolika, zbunjujuća i mračna 


“Prroda koja se vraca u svoju bit spušta svoju 
živu raznolikost, koja se upojedinjava r preplece 
u svojem kretanju, u nebitno kucište koje je 
“pokrivač unutrašnjost", 1 ta unutrašnjost prvo 
Je Još jednostavna tama, ono nepokrenuto, crn 
bezobličan kamen” (str 511) 


No upravo je zadaća umjetnosti (uz ostalo) da 
ukine takve tame, da razgme “pokrivač 
unutrašnjosti", da rasvijetli scenu 


Stoga stvaralac sjedinjava oboje u mjesavini 
prirodnog | samosvjesnog lika, a te dvoznačne, 
samima sebi zagonetne biti ono svjesno koje 
se hrva s besvjesnim, sparujućt ono jednos- 
tavno unutrašnje s mnogooblikovanim vanjskim, 
tamu misli s jasnocom izvanjštenja, izbijaju 
jezikom duboke teško razumljive mudrosti " 
(str 511) 


Tu je dana klasična suprotnost između Klete 1 
njezina vanjskog izraza, kao između sadržaja t 
forme Ono promjenjivo lika | kretanja sjedinja- 
va se s onim nepromjenjivim (pojmom kao 
posudom duha) Zato ta vanjska suprotnost ne 
smije traiati No ujedno Je ona neizbježna sve 
dok se uopće ma posla s oblikom te dakle s 
nekom - uvijek pojedinačnom - formom 


‘Ta je forma noć u koju se supstancija izdala 1 
učinila se subjektom iz te noči čiste izvjesnosti 
same sebe uskrsuje običaji duh kao oblik 
oslobođen od pnrode i svojega neposrednog 
postojanja " (str 514, moj kurziv) 


Lik kao izvanjska, puka pojava uvijek želi 
upućivati na nešto što je u njemu sadržano Ali 
on to - najčešće - ne može Jar on ustraje - 
kao tjelo, kao res extensa - u protegnutosti, u 
kontingentnosti (živog tjela) Tej se paradoks 
može još razgovjetnija imenovati s pogledom 
na ples kao upravljanu formiranost lika | kao 
formiranost koja u kretanju ujedno uvijek zno- 
va prolazi 


Taj čudnovat, više neupadijv antagonizam obli- 
ka | kretanja koj; prije svega muči klasicizam, 
ali koji ga | Inspirira na nenadmašna djela u 
kiparstvu, to protu-kretanje statičnog mišljenja 
možda još nikad nije doista prepoznato kao 
pitanje koje sa postavlja u plesu Jer kretanje 
se uvijek udaljava od svojega vlastitog 
potvrđivanja, koje ono u svojoj vlastitoj proved- 
bi ipak ujedno uvijek Iznova postavlja 
potvrđivanje oblika. No kako nešto tako pro- 
cesno, performativno 1 neodređeno poput kre- 
tanja (Gdje je njegov supstrat? Kako bi se ono 
moglo razviti u ideju, u pojam, u samostalan 
zor | vlastitu svijest?) može stupiti nasuprot 
duhu? Kako sa može doći do određenog 
shvaćanja, keko od predmeta zora do njegove 
spoznaje? Kad kretanje (zanos, ljupkost, 
Impuls) ipak "nekako" treba predstavljati život ih 
bar neki oblikovni pnncip kao takav? “To nije 
ples neke opijene bakhanikinje ni skakutanje 
neke ulickane Flore - to je, naprotiv, blago 
titranje muze same plesne umjetnosti“ (moj 
kurzy) Tim se riječima krajem 18 stoljeca u 
Napulju Njemac Alois Hirt opija klasicističkim 
pozama onih živih kipova avant fa fettre name 
atitudema Lady Hamilton 

Kant je poznavao takve granice između onoga 
što se može | ne moze uvidjeti - bar na 
podrucju transcendence Hegel ne želi pnznati 
takva ograničenja Za njega DUH osvaja svijet 


pojava (svih pojava, uključujući | njegove 
vlastre) kako bi ih uvrstio u svoj sistem pojmo- 
va (= apstrakcija), kako bi th potčinio Svijet po 
tome tea rastvaranju u apstrakciju - th bolje 
povratku u raj razgovjetnosti, onamo gdje se 
razgrce poknvač unutrasnjosti | lik je 
oslobođen od svoje pnrode 

NO svijet stvari tome se žustro protivi On je 
uvijek konkraino, protegnuto ! mnogoliko u vre- 
menu kao zor Kip Antonija Canova "Plesacica" 
(nastao između 1809 11812, danas u posjedu 
Državnih muzeja u Berlinu) paradigmatski 
pokazuje to proturjecje klasicizma pretočeno u 
Sliku ona naznačuje ekstazu i čak uživa u 
leptm oblinama svojega vlastitog tijela koje se 
dražesno ocrtavaju pod nezinom tankom hali- 
nom A ujedno je posve komponirana cjelina, 
podvrgnuto tijelo, objekt pojmova | apstrakcije 
“plasa” kompozicija koja se na treba kretati 
prema stalnom formramu vlastitog lika u 
prelaženju iz jednog pokreta u drugi, nego Svo- 
Jem rastvaranju u pojam Vednna ono tranzi- 
torno, osjetilna simulacija kretanja u pozi 
ukočenoga | pomovnoga označava onu apon- 
ju previadane tjelesnosti koja je upravo izmilile 
12 tane matenje da bi trajala na svjetu duha 

A upravo živost, diferencija, ono nekompatibil- 
no (i dakle “bitno") tjela koje plese - sve je to. 
izbnsano Ples i kretanje postali su idejom Za 
svoje izvaništenje ta je ideja uzela lik ljudskog 
(ženskog) jela 

Misim da ta zakučasta posredovanja između 
jednog samosvjesnog oblika - koreografsk:- 
piesno formirane ideje - : formalne izdaje sup- 
stancje kao prolazne slika kretanja, kretanja 
kao proturječja svakom trajnom liku govora 
ponešto o plesu kao suvremenoj iskaznoj 
formi Na to upućuje sam Hegel u svojem 
poglavlju "Živo umjetničko djelo" kad kaže “U 
tom izvanjštenju u potpunu tjelesnost duh je 
odložio sa sebe posebne dojmove | naznake 
prrode "(str 529) Tijelo povezuje duh 1 
pnrodu, ali ne pripada više nyednom području 
isključivo Ono ostaje podvrgnuto matenjai- 
nome, a ujedno 1 instrument kao medij osto- 
badanja 1 (samospoznaja 


* dau svojem pnkazwanju bude kao prad- 
met ovog sepstva da se ne rađa samo iz Svo- 
jega poma, nego da za Ik ima sam svoj 
pojam, tako da pojam | proizvedeno 
umjetničko djelo znaju jedno za drugo kao 
jedno 18 isto " (str 514) 


Čir se, dakle, da s odnosom tjelesnosti, dakle 
konkrecye, | pormovnost, dakle apstrakcije 
stvan stoje složenije nego što to ponekad žele 
zamisljati kritéki, plesni 1 koreogrefski krugovi 
Sfere puko zbilskoga | onoga što se o tome 
zbujskom može plesno reći očito ipak nisu baš 
tako jasno odvojene Naravno, drugo je pitanje 
Jesu ii te kategonje uopce primjerene predmetu 
= svjetu, plesu Luce Ingaray to niječe u svojoj 
knjizi "The Way of Love" (2001/2002) Jer ona 
se energično protm u filozofskom mišljenju 
uobicajsnom razlikovanju svjeta na spoznaju | 
njezn predmet, na subjekt ı objekt Po noj, ta 
vrsta filozofiranja ten tome da sve uci samo 


istim da tjelo prikljuci subjektivnome | time 
zaniječe jedan odnos razlike 


“Naša se racionalna tradicija mnogo bavila 
‘govorom o' a govors svela je na govor 
zajedno o istim stvanma Sto pretpostavlja 
zajednički univerzum | razgovore o trecima bez 
prave komunikacije medu nama samima No 
to tada još nije stvar komunikacije između sub- 
jekata čak i ako im raznolikost osigurava pred- 
met o kojemu počinju razgovarati " (str 71) 


Ingeray pledira za nov drukčiji oblik jezika 1 
govora, kako bi se postigla jednakovrijednost u 
svjesno spoznatoj, priznato, zivljenoj razlici. 


“Da bi bilo komunikacije bitno je da nas drugi 
dodime, osobito rječima No još ne znamo to 
dodirivanje nječima, osim onako kako smanjuje 
bizmu zbrke sjedinjavanja " (str 18) 


| tu duga zaobilaznica napokon dovodi u bliz- 
Inu svojega cilja Name ma koliko se grubo 
slikala kognitivne pozadina problema rasprava 
o tome što bi ples mogao pružati u životu | 
funkcioniranju društva, koje potencijale budi 1 
koja područje dovodi u prtanje propitivanje o 
biti plesa morat če se baviti upravo takvim 
pozicijama koje za osnovu uzimaju tjelesnost, 
naravno, za osnovu koja sama za sebe ništa 
ne može, nego joj je potrebna specifična 
oblikovna forma kako bi o samoj sebi nešto 
mogla saopót ı drugima s njima komunicirati 
U tom svjetlu ples bi mogao polagati pravo na 
rang temeljne prakse, mogao bi tvrditi da se 
njegova veljanost proteže daleko s one strane 
logocentnzma, mogao bi posteti vježba u 
različitosti 


"Gdje je čovjek pokušao pristupiti drugome 
kroz govor, a da to nije već bilo uhvaćeno u 
isto, koje poništave njihove razlike | pretvara 
njihovu komunikaciju u tautologlju, vec pro- 

jramranu scenografiju, dvoglasni monolog? 
En se da se čovjek u razvijenju kultura, povi- 
jesti, nje prestao udaljavati od samoga sebe * 
(str 46f) 


Pritom se ze Ingaray nipošto ne radi o tome da 
dovede u dvojbu logičku konstituciju spoznaje 
per se No u njezinoj argumentacy mogla bi se 
kao dodatak toj logičkoj formi pronaći formu- 
lacja jednog modusa klnetičkoga - poziv na 
ples ples posvete umjesto čuđenja, ples 
indmduranja 

Imam naznake za tu slutnju Povod za ovaj 
tekst doista dolazi od Philppa Gehmachera U 
njegovom komadu ‘mountains are mountains 
(2003) bilo je citirano nekoliko rečenica iz “La 
voie de l'amour" Luce Ingaray (originalno 
izdanje objavljeno je na francuskom) Osim 
toga je bio presudan susret s Gemacherovom 
oblikovanom formom zomosti kretanja s 
kojom | u kojoj si put probija nova vrsta 
kinetičke komunikacije Možda je to onaj oblik 
postovanja bizme (koreografske komunikacije) | 
razike (temeljne nesjedinjivosti tyela) za koja se 
zalaže Ingaray ı koje je konstitucna kulture več 


orc 
ce 


odavno razvila kao zajednički oblik bitka pojed 
maca u svakom njihovu specificnom kontaktu 
U svakom slučaju ono se kao pitanje 
ophođenja s konkretnim umjesto apstrakinim 
odnosima moci. diskurzivnosti ili žudnje uče 
Temeka društva. 

Ovaj tekst, dakle, pokusava položru račun o 
ucinku, o domu koji je na mene ostavla 
Gehmacherova koreografska praksa On treba 
pokazan kakva ja ponuda, kakav je potancijal 
sadrzan u ovom koreografskom materjalu 1 
zasto mislim da se, naglasi li se razlika 
Gehmacherovih koreografija u odnosu na tradi- 
cionalno razumijevanje plesa, mogu izvesti 
tako dalekosežru zaključci - pri čemu je, nar- 
avno, eminentna opasnost diskurzvnog anekti- 
ranja, neuspjele kornuru<ačija zbog takve 
hermeneuticka zudnje O tome se odluka 
moze donyeti tek na kraju teksta, a vjerojatno 
čak ı tek mnogo kasnije: 

Gehmacherovu predstavu “mountains ara 
mountains” vidio sam više puta Sljedeca 
razmištanja o toy koreografi za pet izvođača 
rezultat su razmatranja | refleksije o toma Zato 
je moj susret tekao u koracima - dakla u nakoj 
vrsti kretanja Tako sam prvi put vidio poja 
svega dogadaje Vidio sam kompozicijske 
odluke Vidio sam nezmjemu koreografsku 
budnost Mogao bih reci! nepomičnost koja Jo 
postala tekuća Kad bih morao tražiti neku 
usporedbu, rekao bih vidio sam kako se 
pnično hladan planinski potok obrušava u 
dolinu, preko više se stupnjeva akumulacija šn 
u jezero, da bi zatim tekao dalje | ponovno se 
udaljio z vidnog polja No radije cu napustiti 
šlunčana polja lirskih opisivanja | pokušati stari 
na čvršće tio, name postati pojmovno jasniji, 
točniji u opisu 

Pm sam put vidio “mountains are mountains” 
u utrechtskom Akademginom kazalištu kao dio 
programa Spnngdancea 2003 1 to 18 travnja 
u 19 sati Kad ulazimo u dvoranu, Sioned 
Huws već čeka, naslonjena na zd Svjetlo 
dugo ostaje uključeno Drugi - sami, ozbiljni, 
kameni - dolaza u kut Svi nose sivo-pastelnu 
odjeću Duga su razdoblja nepomičnosti, tu 1 
TAMO ruke se šire u malm pokretima Pogledi 
petoro plesača načešce se spuštaju na tlo, 
prazni, bezizražaru Naginjanye glave, uvlačenje 
grudnog koša, promjena položaja stopala - | to 
je vec sve No to postaju sami događan kreta- 
nja Zatim se uočavaju trenuci prestravljivanja 
od samo/kretanja Gehmacher drži obe ruke 
na grudima iznad srca, | dva-tn puta oponaša 
otkucaje To izgleda 1 po nienzvnosti pogleda 
usmjerenog na samoga sebe, kao šok, kojemu 
Sljedi osluškivanje Dugo se nastavlja na toj 
granici prema mirovanju Svaka pokret ma 
odjek, ali je on ukočen | :onako nijem Premda 
se mnoge figure, rečenice fraze ponavljaju 
ponekad tvrdoglavo, najcesce usputno to se 
jedva primjecuje 

Još su uvjek svi naguran u svoj kut Na 
stražnjem je zidu mikrofon Kad ce se početi 
govont? Gdje se sknva komunikacija? Umesto _ 
da odgovon Gehmacher pada svom dužnom 
na tlo Nitko ne reagira nti to zamjećuje 
*Pokrvač unutrasnjost“ ne diže se Njih petoro 


utonula je u nedostupan svijet - nepokretne 
planine no koje se ipak u jednom trenutku 
pomicu s mjesta Postupno se prepoznaje 
suzdržano ritmičko, a 1 rormalno pnblizavanje 
suzvucje odgovarania, prosljeđivana kao 
impulsi koji traju, zvčan: podražaji - trenutačni, 
Intanzivni, prolazni 
U takvom suptinom oblikovanju nastaja Još 
neodređeno neka vrsta negativnog naoklasi- 
cizma anti-Laokoon četvoro plesaca, nagu- 
rani gusto jedno uz drugo, : nekako 
obuhvacani jednom zajedničkom idejom No 
oni se na rastvaraju u izraz ili knkove ni 
opcenito u saopcavanja Jednostavno su tu 
Ne nastaje slika boli, uskracivanja, 
oslobađanja, u krajnjem se slučaju radi o 
čudenju, svedanom na reducirani oblik Kao 
što ja Lessing tražio “plodni iranutak" (pravi 
osnovni naum klasicizma, u kojamu se 
apstrakcija | zor razgorijevaju u ideju), 
Gehmacharova dinamička napokretnost djeluje 
kao odgovor na unutarnja prevladavanje, na 
upravo neizrečanu nuždu, na egzstencijalni 
problem No momant saopćavanja nije dan 
kao zgušnjavanja, nego je takoreci home- 
opatski raznjeden u kinetičku beskonačnost 
On ostaje slumja | naznaka, a na iskaz 
| sljedi tna All tišina je ovda radikalna, kom- 
paktna SVE se čuja Čuja se život koji izmiče, 
kao što sa noću čuje disanje pokraj seba 
Nedostižno Nezaustavljvo All| utješno 
Dožvvljaj blizine U tu motrvsku teksturu, u taj 
kinetički obrazac uklopljeni su alamanti 
jezičnoga Iz velikog zvučnika dopiru neobični 
zvukovi koji se pokazuju kao bojazljvo polu- 
glasen švedski monolog Kasnije sa moža čuti 
daleko dozivanje ljudskih glasova, zatim 
afonsti¢ka opazanja o odnosima blizine | uda- 
ljenosti prvo u mikrofon, dakle govorena 
prema zidu, a potom o¢udena kao rekombini- 
rano mnoštvo 
Tek razjašnjanja nakon izvedbe otknvaju svu 
dostjadnost u izboru teksta Jer u 'Parson" 
Ingmara Bergmanna Liv Ullman tumači onjem- 
jelu glumicu čije rečenice govon neki drugi 
glas glas njezine njegovatelica To pomicanja 
saopcajne snage - od autentiénoga u 
izvanjšteno, od subjektivnoga u predaju, od 
nyemosti u razabenvo, od jednoga u drugoga - 
prožima 1 “mountains are mountains", komad o 
sposobnosti intarakcya koreografiranih (t 
izvana određenih, upravljanih pogledima 
izloženih) plesača/ujela 
S takvim su radom na (naposljetku tek 
budućem) osnovnom trenutku plesa u skiadu 
fili za njega su krive) rečenice Luce Ingaray iz 
“The Way of Love” Sioned Huws prvo ih gov 
or: u čistom obliku za mikroton 1 samo za 
mikroton (kasnije se s trake može čuti sempli 
rani kolaž iz tih rečenica) Ona govon okrenuta 
ledima public: Zapravo više mrmlja nego što 
govon Ali govorenje prema zidu dakie bez 
neposrednog dyaloskog partnera - lako je 
jedna od univerzalnih karaktenstika jezika 
altertet, t; on je usmjeren PREMA DRUGOME 
tada u svojem vlasttom predstavljanju impli 
cra 10S samo cin negacije, ono je pefoma 
tvno zanjemlpvanje 


Pod predznakom tekve harmeneuticke oskud- 
nosti, s Mountains are mountains" ponovno 
Sam se susreo u Berlinu, na "Kórperstmmen 
Nr 8" u Podewlu, na predstavi 5 svibnja 
2003 u 20 sati Na početku NIŠTA - uznem- 
ravajuca praznina No tada nastupa dra 
maturgija prepletanja odnosno točnije pre- 
pletenosti koje otknva samu sebe Mali imaj- 
manji pokreti, njihova usklađenost, strah od 
samoga seba naznačuju bavljenje jedne speci- 
ficne forme - name plesa kao kinetičkog 
događanja - dosedašnjim, vlastitim | nadsub- 
jektivnim pravilima 1 zadanostina Ory tako 
odražavaju proces suočavanja | komunikacije 
sa samim sobom kao ı sa situacijom izvedba | 
onima koj: prisustvuju toj situaciji, gledaocime 
(koji upravo | uspostavlaju situaciju izvedbe - 
dakle dvostruko samo-sporazumijevanje) 
Jedan se usuđuje udaljiti od drugih 1 uzdužno 
Opipava zid Iz početnog "krda", petoro se 
plesača raspodjeljuje u prostoru, dielom ležeći, 
dijelom hodajući dijelom isknvijeni, prožeti 
Zagonetnim gestama poglede koji se orijentira- 
Ju Već ubrzo nestaje sva preglednost No zato 
postaje razgovjetnijim 1 jasnije zamjetnim 
rominjanje artikulacije igra pitanja | odgovora, 
presezanje jednoga u drugo kao u instrumen- 
talnoj kompoziciji kretanja, gesti, dinamičnih 
pomaka Karakter kompozicije djeluje možda 
spretnije ili ber još jasnija ocrtano | važnije 
nago pn prvom gledanju Cjeline postaje zajed- 
ničkom igrom, procesom kod kojega svi u kre- 
tanju u svekom trenutku nalaze sama seba te 
pritom istodobno posvecuju punu pozomost 
onome što čine drugi No tad jedan od njih 
stene postrani vibnra Drugi počinju brze, tap- 
kajuce nizove korake Iznenada dotaz do 
ubrzenja All to se ne može posve raziiKoveti 
od poremećaja 

U mountains are mountains” ples više ne 
utjelovljuje cjelinu osobe | tula odnosno osobe 
koje se izvanjšćuje u tijelu Pies je nešto što se 
osvojilo usprkos zastoju, čak gušenju | Sto se 
uvijek iznova raspade na svoje pojedinačna 
momente Zanos i dinamika gesta ı pokret 
više nisu izraz nekog jedinstvenog stenja 
(samojopažanja lli suverenog oblikovanja smis- 
la Oni su tvrdnje u jednakoj mjeri u kojoj 
neopozivo razvijaju forme 

Jednako tako 1 krute, paratakične provale 
erupcije t ukočenosti snage | ustrajanja, 
upućuju na jednu drukčiju dramaturgiju, 
motivsko skrivanje u koreografiranoj vidljivosti 
Baš taj rad ne dinamičnom upojecinjavanju na 
nepovezanim pozicjama no koje su suptino 
ugođene | proračunate, tvori neodolivost pred- 
stave Usprkos svoj fragmenarnosti, vieda 
Jadna obvezujuća dinamika "rijeka! - ma koliko 
korita | rukavaca ona imala U tome uvjek 
iznova nakratko zetrepce neki utopijski 
moment (grumen zlata u šjunčenom kortu 
rijeke koja vodi preko honzonta  ), ukoliko 
nemogucnost blizine ne mora bezuvjetno 
značiti totalno osamljvanje. apsolutno ispadan- 
Je iz svjeta Drugi su u isto; poziciji U pokušaju 
da se cvrstoća razvodni da se pokrene ano 
što je nepomično | da se to kretanje oblikuje u 
zajednicki iskaz, U zauzimanje umjetnicke pozi- 


cije 1 osnovu sporazumijevanja - u tom cinu 
vidim jezgru Gehmacherova plesa u kojemu se 
formuira odlučna gesta jednog kinetickog 
humanizma 
Pritom, međutim, uvijek vjede rečenica Luce 
Ingaray, koja se u komadu više puta citiraju U 
brzini prva izvedbe zapisao sam ‘No one can 
say the whole without nsking that commurica- 
tion is made impossible" Recenica zapravo 
glasi "No one cen say the whole without mak- 
ing exchange impossible" Ovako ili onako, 
razmjena uvijek ostaje ograničenom | uvijek 
ugroženom, mozda upravo kada se odvija u 
najboljem, u komuntarnom smislu O tome se 
radi u “mountans are mountains”, | to postaje 
bolno upadljivo kad Brynjar Bandlien ı 
Michikatzu Metsune na kraju stoje okrenuti 
jedno preme drugome i dodinuju se vrhovima 
nožnih prstiju | nosovima Nekon onoga što ja 
prije toga viđeno, to je upravo šokantno | 
olakšanje je kad sa ponovno odvoje Jer 
isuviše ja razgovijetne slutnja, cak jasna ev- 
deninost koliko je ta blizine "iznuđena" 
"Kako postupam s tim de nisam neovisan de 
na mene utjecu djela drugih ljudi Možda 
sam ovisan Ovisnost koja u životu pomaže 
omogucava povezivanje s onim iko stoji 
nasuprot", piše Gehmacher u jednoj biješci uz 
komad Kretat se tim uskim rubom, s kojega 
se lako može pasti u prazno ponavljanja ili u 
šuplji patos (kojega sigurno ni ovaj tekst nije 
posve lišen), ispitati koliko se daleko može ici s 
redukcijom, ukidanjem blizine kao humane 
prakse, a da se ne izda ik 1 samo dovede u 
prtanje humanistička dimenzija, nači kore- 
ografske što znači specifično kinetičke | 
komunikativne odgovore na Ingarayinu temu 
“kako dopustiti da drugi postanu pnsutru čak 
Ih 1 učiniti prisutnima, ne polažući pravo da se 
bude njihov temelj" - to je sjajna umjetnička 
praksa ona polazi od stanja stvan, ona se bavi 
zbiljom, ali je vlastihm, nasljeđenim, 
samonačinjenim ı očekivanim pravilima pret- 
vara u nešto specifično, unikat, u kojemu ona 
pokazuje spoznaju Ukratko te praksa stvara 
specifičan prostor obikovanog suočavanja, 
“mjesta na kojemu je ono intimno moguća s 
mjerom, zahvaljujući poštovanju za jednoge il 
drugoga" 
Mogučnost de se tjela u nekoj pojavi učme 
tako relevantnima točno definiranima + inteligl- 
biinima e da im se ne oduzme njihova duboko 
vlastita neprobojnost. mogućnost plese, dakle, 
kad pokušaja da “se u kretanju u svakom 
trenutku nalazi samoga sebe te se pniom 
istodobno posvećuje puna pozornost onome 
što čine drugi", dugo 1 možda nigdje nye bila 
pnkazana tako razgovijetno kao u koreograf- 
skoj umjetnosti Philippa Gehmechera Jer one 
povezuje bitnost, Zor ! oblik na način koj niti 
"izdaje" neku "supstanciju" onome predmet- 
nom niti ono živo zatvara u pojmu Naprotiv, 
ona ustraje na konkretnom momentu susreta 
punog poštovanja s onim nedostižnim onoga 
uvijek promyenyivoga 


Citirana djele 

Hege Georg Vulheim Fnednoh "Phanomenalogie des 
Gases Werke 3 ur Eva Moldenhnuer ı Kari Markus 
Monel Franklud Suhrkamp 1998 (prvi put obavjero 
1807) 


Ingaray Luce "The Way of Lovo” ne engleski preveli Heidit 
Bostic 1 Stephen Plutiecek. London New York continuum 
2002 
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Human Kinetics 
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Austrian choreographer Phipp Gahmacher (b. 1975) has been working oria new famn of articu- f 
lation for dance expressions with an outright stubbomness. Born and bred in Salzburg, trained 

j 1n London, and active irr Vienna since last year, Gehmacher offered his so far most important 
pieca in April 2003, with "mountains are mountains". It brings together five dancers, including 
Gehmacher himself, in a movement-speech about encounters, in a polyphonically articulated 

/ conversation about the haman and kinetic exchange. Franz Anton Cramer tols of hes experi- 
‘ence of two performances, n Utrecht and in Borin, as well as of the perspectives that 

/ Gehmacher’s work has opened up 


Dunng the past few decades the stylistic 
development of dance has been exceohonally 
stormy In the recent and most recent nistory ot 
evolution, only few parameters or essential) 
features could assert themselves in a sustain 
able manner From the democratic anti elitist 
emphases of the 60s, from the "pedestnan 
dance" of Judson Church to the quotabonal 
assembly of meanings of Jeréme Bel, from the 
exquisite coincidence operations of the duo 
Merce Cunningham and John Cage to the per 
formance culture, from the examinations of vio- 
lence of Pina Bausch to the experimental stua- 
tons of Xavier Le Roys, the genre has expand- 
ed inexorably Like some sort of gas, the main 
physical feature of which is unstoppable spatial 
expansion, the dance has perhaps achieved its 
maximum capacity ft has occupied all space 
that the theatre, cultural management, and 
intellectual daring could offer 


However, parallel to this total renunciation at 
the formerly far more narrowly defined object, 
counteracting forces have been set off. They 
want to condense “the dance" again, to distll it 
from the pulsating atmosphere of the possible 
and fill it into highly durable pressure bottles, 
which could be set at disposal for consump- 
tion at any time. The fact is that such - preser- 
vation-onented - efforts rarely walk along with 
a senous debate on what actually makes 
dance autonomous, what might be its cistin- 
guishing feature with respect to other perform- 
ing arts - and tt is precisely this shortcoming 
that makes the traditional positions of dance 
Cribcism, which aim at affirmation, so irele- 
vant, though at tho same time so effective 
They continue to mark value and style udg- 
ments, against which the dance can hardly 
defend itself in a commercialised environment 
For belongs to the traditional understanding 
of dance that t should be determined by three 
elements spectacle, eroticism, and virtuosity 
One hopes that this tnad will be able to ban 
and disarm ail that is dangerous or subversive 
m this genre Therefore, f the dance wants to 
be noticed, it mostly needs to be cute, tt must 
entertain, and it must explain itself in every sn- 
gle moment Otherwise, 11 will be dismissed as 
"intellectual" or “conceptualistic" and shoved 
into the art corner Let these dance people 
look at themselves! No acceptable expressive- 
Ness i5 granted to the new, up-coming forms. 
and styles of dance ıe choreography 
Therefore, in an awkward way, one feels the 
musty smell of apostasy when choreogra- 
phers as a result of a thorough process of 
reflection about their doings, turn back to such 
paradigms, which in the conservative sense 
are supposed to be concerned with an 
"essence of dance" When a specme form of 
movement and of mobility - of the “pure 
movement", so to speak - is again set up as 
the creative starting point When elaborations 
are based on the immanence of the body as 
medium and on its kinetic relations, instead ot 
undertaking a quotational-conceptual disclo- 
sure ot one's own process of thinking Only 


rarely does a fusion of both methods succeed 
so happily (and so problematically in a very 
basic sense) as rt has been recently the case 
in Xavier Le Roy's "Project" (2003) 

One certainly cannot deny that this choreo- 
graphic venture on the edge of art and play, of 
coincidence and intention, bom out of the 
repeated process of "cntique of spectacular 
reason" has tumed out a large-calibre piece 

It deals, among other things, with the relation- 
ship between artificiality and authenticity 
between trade and its rules between the use- 
fulness and purposelessness of art In this 
context, the dancers do nat impart themselves 
through their roles, their technical virtuosity or 
the urgency of thelr personal messages, but 
exclusively through the rules of the game (in 
form of ball games for example) However all 
games have one rule in common each of 
them is for real and even more so if "only a 
game Nobody who has surrendered himself 
to tha ways of tha theatrical cen ever escape 
them Even if the "outside" the spectator or 
his search for tha ‘meaning’, are ever so 
zoomed away It was this hurdla that made the 
"Project" with its air of discourse analysis, 
come to a stilstand This has shown that the 
cntcal and at the same time distencing attl- 
tude alone Is not sufficient to show a new 
direction 

Therefore, one of the cruciat conclusions in the 
dance thought of the past few years is, in my 
opinion that one cannot dismiss the category 
of *essentialty“ Not to approech dance and 
choreography - understood as an independent 
form of the production of meaning - with a 
question about an "essence", that Is, not even 
to start searching for e deeper reason in the 
specific act of dance, or even to forbid such 
Questioning, perhaps in the name of the fun- 
damenta criticism of spectacle - such an atti- 
tude blocks a revealing path on which one 
could approach dance and deal with «t 

The basis of my hypothesls about the essen- 
tialrty of dance is perhaps itself a consequence 
of counter-reaction, a dialectic gesture of 
preservation turned over for the second time. 
Because to speak about dance always Implles 
dealing with a specific relationship between 
logos and soma that ts defending the ability 
to seek and develop other, perhaps more 
appropnate ways of communication in a word- 
stamped culture In speaking about a dance of 
essentiality, there might be a hidden Intention 
of contrasting the conceptual abstractions of 
the words of medie and intellect with a con- 
ceptless and at tha seme time eminently 
assertive form of communication In other 
words, it might be the utopla of dance - and 
the artistic, modemist dance Is Itself unthink- 
able without the thought of utopia - that would 
establish a form of exchange and encounter 
beyond the traditional. logocentric trecks at 
least as a form of possibility and keep alive 
the memory of the pre-verbal in the guise of 
verbairty 

References to this heve been present ever 
since reason has begun to subject itself to Its 


Own onticism Even though the late- 
Enlightenment idealist thought is still con- 
cerned with the contrary movement, the 

Phenamenoiogy of Spirit’ by Georg Wilhelm 
Friedrich Hegel (1807) has developed its pres 
entation of the forms of manifestations of spint 
1n changeable shapes as an increasing loss of 
form, a dematenalisation For Hegel, the "stat- 
ue In human form has yet no soul, it is mutti- 
form, confounding, and dark 


“Nature, turning back into its essentia! being. 
degrades its multipiicity of lite, ever individual 
izing itself and confounding itself in its own 
process. to the level of an unessental encas- 
ing shell which is the covering for the inner 
being And as yet this inner being is still simple 
darkness, the unmoved, the black formless 
stone " (CC vii, a 696) 


But it is the very task of art (among other 
things) to lift this darkness, to air the “covenng 
for the inner being” to lighten up the scenery 


The artificer therefore combines both by 
blending the forms of nature and sel-can- 
sciousness, and these ambiguous beings, a 
nddle to themselves - the conscious struggling 
with what has no consciousness, the simple 
Inner with the multiform outer the derkness ot 
thought mated with the clearness of expres- 
sion - these break out into the languege of a 
wisdom that is darkly deep and difficult to 
understand " (CC VII, e, 697) 


What is given here is the classical opposition 
between the idea and its outward communica- 
tion as en opposition between content and 
form The changeable in shape and movement 
1$ fused with the unchengeable (the concept 
as a vessel of the spirit) Therefore, this out- 
ward opposition must nof last At the same 
tima, however, as tong as one dasls with 
Shape 65 such and also with an - ever individ- 
ual - form, it is ineviteble 


“This torm is the night in which the substance 
was betrayed, and made itself subject It is out 
of thus night ot pure certainty of self that the 
ethical spirit rises again In a shape freed from 
nature and its own immediate existence " (CC 
VII, B, 703, my italics) 


The shape as an outward mere appearance 
always tends to refer to its inner being But it 
18 - mostly - not able to For it persists - asa 
body, as res extensa - in the expanded, in the 
contingent (of the physical body) This paradox 
Is even more clearly identifiable with regard to 
dance as a guided forming of shape anda 
forming that at the sarne time always vanishes 
m movement 

This weird and rather Inconsprcuous antago- 
nism between shape and movement, which 
above all troubled the Neoclassicists, but at 
the same time inspited the most mesmensing 
works of sculpture, this counter-movement to 
static thought, has perhaps never been clearly 


recognised as a dance related question For 
movement always heads away from its own 
assertion, which it at the same time esrablish- 
es agan and again in lis own realisation the 
assertion ot shepe But how should something 
50 process-like, so performative, and so unde- 
fined as the movement (Where is its sub- 
strate? How could it develop into an idea, 
concept, independent intuition, into ris own 
awareness?) stand against the spint? How can 
one arnve at a certain interpretation how can 
one get from the object of inturtion to ds per- 
ception? Shouldn't "in some way” the move- 
ment (the swing, the grace, the impulse) be 
able to stand for his, or at least for a shaping 
pnnaiple as such? “It is neither the dance of 
an inebnated Bacchant, nor the leaping of a 
dolled-up Flore - it is rather the light swinging 
of the Muse of the very art ot dance " {my itel- 
1C$) In the late eighteenth century, Alois Hirt 
used these words to intoxicate himself with 
the Neoclassicist poses of those living statues 
avant la tete, namely of Lady Harniton's attı- 
tudes 

Kant knew such borderlines between the 
understandable and the ununderstanding - at 
least in the field of transcendence Hegel does 
not allow for the valickty of such limiatons For 
him, THE SPIRIT conquers the world of 
‘appearances (all appearances, including his 
Own) in order to incorporate them into its sys- 
tem of concepts {= abstractions) and subject 
them to itself Thus, the world stnves towards 
dissolution in abstraction - or better towards e 
retum to the paradise ot clarity, there, where 
the covering for the inner beng «s aired and 
the shape is freed from its nature, 

But the world of things contradicts this vehe- 
mently It is always concrete expanded, end 
multiform, in time as well as in intuition 
Antonio Canova's sculpture "Dancer" (crested 
between 1809 and 1812, today in the collec- 
tion of the Staatliche Museen, Berin) paradig- 
matically shows this contradiction of 
Neoclassicism tumed into imege it clams an 
ecstasy and even delights in the delicate 
Curves of its own body, which shows tempt- 
Ingly through the thin robe And it is at the 
same time a perfectly composed whole a 
subjected body, an object ot concepts end of 
the abstraction of "the dance", e compositum 
that should not rush towards tha permanent 
forming of tts own shape in the passage from 
one stir to another but rather towards ts dis- 
Solution in concept The cheerfulness, the 
transitory, the sensual simulation of movement 
In the attitude of ngid and conceptual marks 
that apona of surpassed corporeality, which 
nas just been hatched out ot the darkness of 
the matter in order to persist in the light of the 
spint Only, it is precisely the liveliness, the dif- 
terence the incompatible (and therefore the 
*essentral") of the dancing body - that is 
erased Dance and movement have become a 
single idea And that idea has taken THE 
SHAPE of human (temale) body for rts expres- 
son 

| think that these tricky mediations between a 


self-confident shape - the idea formed in cho- 
reography/dance - and the tormal betrayal of 
substance as the transitory image of move 
ment, movement as the contradiction to all 
permanent form, reveal a lot about the dance 
as a contemporary torm ot expression Hegel 
himself offers a clue to it in his chapter "The 
fiving work of art", in which he formulates it in 
the following way “In relinquishing all this tor 
complete corporeal embodiment spirt has 
laid aside the particular impressions the spe- 
cial tones and chords of nature " (CC VII b, 
726) The body links spint and nature, but rt no 
longer belongs to any single domain It 
remains Subjected io the material and is at the 
same tme an instrument and a medium of lib- 
eration and (self) knowledge 


* that of being not merely the substance 
bom and produced out of the self but of 
being, in its manitestaton as object, this very 
Self, it seeks at that higher level not merely to 
bnng forth itself out ot ts own notion, but to 
have (ts vary notion as its shape so that the 
notion end the work of art produced may 
know each other reciprocally as one end the 
same " (CC Vit, B, 702) 


The relationship between corporeallty that is 
concreteness and conceptuality, thet is 
abstraction, consequently appears more com- 
plicated than the milieus ot cntics, dencers, 
and choreographers have occasionally wanted 
to present Evidently, the spheres of mere real- 
ity and of that, which can be sald sbout this 
reality In terms of dance, are not thet clearly 
divided after all Of course, whether these cat- 
egories ere at all appropriate to the object - 
the world, the dance - is another question. 
Luce Irigaray rejects them In her book ' The 
Way of Love" (2001/2002) She energetically 
Challenges the division ot the world in percep- 
tion and its target, n subject and object, 
which is customary in philosophical thinking 
According to her this form of philosophy only 
tends to make everything the same, to assimi- 
late the objective to the subjective, and thus 
deny all relation ot difference 


“Our rational tradition has been much concerned 
with 'speaking about but has reduced speaking 
with’ to a speaking together about the same 
things Which supposes a common universe and 
conversations about a third without real 
exchange between ourselves — But It is not yet 
then a matter of an exchange between subjects, 
even if diversity supplies them with an object 
about which to begin to dialogue " (p. 7 1) 


Ingary pleads tor a new an other form of lan- 
guage and speech, in order to reach equiva 
lence in a consciously known acknowledged, 
and expenenced difference 


“For there to be an exchange it is essential 
that the other touch us, particularly through 
words But we do not yet know this touching 
wath words, except in a mode that reduces 


proximity to confusion, to fusion " (o. 18) 


And here the long introductory by-pass finally 
leads to the vonity of its target area. Namely 
however crudely one might paint the cognitive 
background or the problem a debate about what 
the dance could achieve in Ife and functioning of 
the society which potentials t awakens, and 
which areas it challenges that is, an examination 
ot the essence ot dance, wil necessanly deal with 
such attitudes that take the bodily as their basis, 
a basis, of couse, that can accomplish nothing 
by itself, but needs e specific form of shaping in 
order to tell others, to exchange with them 
something about itself In the light of this. dance: 
Could claim the rank of a fundamental practice, t 
Could reclaim validity far beyond logocentnsm it. 
Could be an exercise in difference 


"Where has man tned to approach the other 
through speech without this already being 
bound in a same that nullfies their differences. 
and produces their exchange to a tautology, an 
already programmed scenography, a mono- 
logue in two voices? — It seems tnat man in 
the unfolding ot culture, or History, has not 
ceased moving away from himself * (p. 46f) 


The am of Ingaray is by no means to cast doubt 
upon the logical constitution of Erkenninis, of 
perception in itself But m her argumentation one 
might complementary to this logical form, find 
the formulation of a way of the kinetic - an invita- 
ton to a dance a danog of turning-towards: 
instead of taking-aback, a dance ov individuation 
I hava clues for this presupposition As e matter 
of tact, the impetus for this text comes from 
Philipp Gehmacher In his piece “mountains aro. 
mountains” (2003), he quoted soma sentences 
from Luce Ingaray's "La voe de l'amour" (the. 
original was published in Franch) Just as deci- 
sive was the encounter with Gehmacher's 
shaped form of the movement's aspect with 
which and in which a new type of knetic com- 
munication has effirmed itself Perhaps «t is that 
form of respect for vicinity (of choreographic 
exchenge) and difference (of the basic meompat- 
bility of bodies), that Ingaray denounces and that 
the constitution of culture as the common way 
of being of inoriduals in ther specific contacts 
had developed tong ago In any case, as a ques- 
tion of dealing with concrete instead of abstract 
relatons of power, discurswity, or desire, it con- 
cerns the foundations of our society 

Thus this texts aims et accounting for the 
effect the impression that Gehmacher s chore- 
ographic procedure has made upon me It is to 
show what kind of offer, what potential is con- 
tained in this choreographic matenal and why | 
believe that | can draw such far reachmg con- 
clusions from the accentuated difference of 
Gehmacher s choreographies to a traditional 
understanding of dance although the danger 
ot discursive assimilation of a failed exchange 
as a result ot such hermeneutc desire, certainly 
remains high But this can only be decided at 
the end of the text and perhaps even much. 
later than that 


| have seen Philipp Gehmacher s “mountains 
are mountains” a number cf times My consd 
eratons about this choreography for five per 
formers have been shaped in the course of 
vevang it and refiectmg on what | have seen 
My confrontaton wath it therefore took place m 
several steps - consequenily in a sort of move- 
ment Thus, the first ume I saw above all the 
happenngs | saw the decisions of composi- 
on Isaw an enormous choreographic aware- 
ness I could also say liquefied unshakeabilry If 
I had to find an image for it, | would say 1 saw 
a rather cold mountain creek rush into the val 
ley, broaden over several dam levels into a lake 
and then flow on, disappeanng out of uson 
Bur | had better leave the gravel fields of lyncal 
‘arcumscaptions and try to reach a firmer 
ground that is to be clearer in concepts and 
more accurate in descapuon. 

I saw “mountains are mountans" Tor the first. 
tme tn the Akademietheater of Utrecht, as a 
part of the Spnngdance programme of 2003, 
on 18 April, at 7 00 pm Soned Huws was 
already wating es we came into the hali, lean- 
ing on the wall The light stayed on for a long 
time The others - one by one, senous, stone- 
faced - stepped into the comer joring her All 
wore pastel grey clothes For long penods of 
time there was suliness, single arms were open- 
ing upin small movements The looks of the 
five dancers were mostly fixed on the floor, 
empty, expressioniess To bow the head to 
arch the chest, to displace a foot - that was all 
But it turned into a great number of moving 
events Suddenly, one could notice moments of 
distress over the dancer's own seif-movement 
Gehmacher pressed both hands on his chest, 
over his heart. and imitated pulsation two or 
three times It seemed to be a shock, even m 
this gazing intensity directed towards oneself, 
and it was followed by careful listening. Thus t 
went on for a long ime, bordering on standstill 
Each str had an echo, but it was ngid And 
mute anyway Even if many figures, sentences, 
and phrases were repeated, sometimes stub- 
bomly, mostly casually, one hardly took notice 
They were stil stuffed in their comer, alt of 
them There was a microphone on the back 
wal When would they speak? Where was the 
communication hidoen? Instead of ging an 
answer, Gehmacher feli down heavily Nobody 
reacted or took notice The “covering for the 
innar being” was not Irted The five persons 
were absorbed In an inaccessible world - the 
unstrrable mountains that however, did move 
from the spot after all Gradually, one could 
percewe subdued rhythmical and also formal 
approxamaton unison, accordance forwarded 
as continued pulsahon neural impulses 
momentary, intensive evasive 

In such fine-toned shaping, there appeared, 
stil vague a sort of negative Neoclassicism, an 
antrLaokoon the four dancers were closely 
pressed aganst each other and in some way 
they were embraced by the same idea But 
they did not break up in expression or 
Screams, in any sort of utterance They just 
exsted There was no image of pain of rap- 


ture, or liberation, it was ar most being taken 
aback, glued in a reduced torm. Whereas 
Lessing was searching Tor a “fertile moment" 
(the actual core concern ot Neoclasscism. in 
which abstracuon and intuition flare up into an 
idea), Gehmacher's dynamic immobility seems 
to be an answer ro an inner overpowenng to 
an unspoken urgency, an existential concern 
But the moment of communicaton is not given 
as solidification but. so to speak, homoeopath- 
ically rarefied into Kinetic endlessness What 
remains 1S foreboding and insinuation, not 
expression 

And then - peace But this peace i$ radical, 
compact. One hears EVERYTHING One hears 
ife leaking out, Just as you would hear breath- 
ing next to you by night You cannot catch up 
with it. You cannot stop it. Bur it is also com- 
forting An expenence of closeness 
Incorporated in this thematic texture, in this 
kinetic scrutiny, there are elements of language 
From the huge loudspeaker, unusuel sounds 
are coming out, which prove to be an anxious, 
undertoned Swedish monologue Later, one 
can hear distanced calis of human voices and 
then, first uttered in the microphone. that Is, 
against the wall, and then twisted as a recom- 
bined essortment there come aphonsiic 
observations on closeness and diatance rela- 
tionships 

It is only through the explenations after the per- 
formance that the whole conclusiveness of the 
text choice is demonstrated In Ingmar 
Bergmann's "Persone", Liv Ullmann plays en 
actress who has lost her speech and whose 
sentences are spoken out by another voice - 
that of her nurse This shift of the ebility of 
communication - from the actual to the 
expressed, from the subjective to the transmit- 
ted, from the mute to the audible, from one to 
another - pervades also "mountens are moun- 
tains", a piece about the interactive ability of 
choreographed (ie directed from outside, 
guided, exposed 1o gazes} dencers/bodies 

For such work on the establishing moment of 
dance (which is, after ell, only future), Luce 
ingaray's sentences from “The Way of Love’ 
are appropriate (or obliged) Sioned Huws tells 
them at first in e pure form, for the microphone 
and only for it (leter, one can hear a sampled 
Collage from the tepe) She speaks with her 
back towards the audience She actually mur- 
murs rather than speeks Speaking against tha 
wall, thet is, without a direct dialogue partner - 
given the fact that one of the universalites of 
language i$ precisely the altenty, e language 
is directed TOWARDS THE OTHER - thus 
implies, m ts own representation pnmanly an 
act ot negation, it 1s a performative fall into 
silence 

Under the sign of such hermeneutic frugality 
“mountains are mountains" meets me again in 
Berlin, at the “Korperstimmen Nr 8” in Podewil, 
performance on 5 May 2003, 8 CO pm At the 
beginning, there is NOTHING dsturbing 
emptiness But then a self dis covenng dram 
aturgy of interweaving or better interwoven 
ness The slight and slightest movements. their 


coordination distress over oneself they all 
Imply the preoccupation of a specific rorm - 
namely, of the dance as kinetic happening - 
with its former, own, and hypersubjective rules 
and guidelines In this way, they reflect a 
process of argumentation and communication 
with themselves as well as wrth the situetion of 
performance and with those who witness the 
situation, the spectators (who actually create 
the situation of performance - thus, it is a dou- 
ble self-communication} 

Someone ventures along the wall away from 
the others, carefully feeling the way The five 
dancers who formed the original "herd", dis- 
tribute themselves throughout the space, 
some lying some walking, some twisted and 
marked by onentating, puzzling eye move- 
ments After a short while, one completely 
loses the overview But therefore the tnckling 
articulation becomes clearer and more 
exposed, the questton-answer game, the 
interlocking. like in an instrumental composi- 
tion, of movements gestures dynamic shifts. 
The compositionel aspect seems perhaps 
more supple, or at least more clearly outlinad 
and more pressing than at the first seeing The 
whole turns into interplay a process in which 
everyone in every single moment finds the 
way to oneself in movement and at ihe same 
time pays full attention to the doings of others 
Then one of them stands apart, vibrating The 
others begin with fast. tapping sequels of 
Steps Suddenly, one fesis some sort of verve 
But It can never be entirely distinguished from 
disruption 

Dance in “mounteins are mountains” no longer 
embodies the wholeness of the sef and the 
body, that is to sey, of the self that relinquishes 
itsell In the body Dance is something thet hes 
come into existence as defying the stilistand 
even suffocation And again and again dis- 
solves itself into its particular elements Swing 
and dynamics, gesture and pose, they are no 
longer an expression of a uniform state of (self) 
perception or controlled shaping of meaning 
They are assertions, in the same measure in 
which they irrevocably develop forms 

In the same way the hard paratactic colnci- 
dences of eruption and stifness of power and 
Inactivity, point to another drematurgy to 
some sort of thematic self-concealment in 
Choreographed exposure. It is precisely this 
work on dynamic isolation on unrelated, but 
subtly coordinated premediteted and calcu- 
lated positions that creates the vortex effect in 
this performance Despite all fragmentanness, 
it is pervaded by connective dynamics a "cur- 
rent” - even it one with e greet many beds and 
branches There is always e utopian moment 
briefly flashing up (a nuggat of gold in the 
gravelled bed of a current thet flows through 
the plain end over the horizon} insofar as the 
Impossibility of closeness does not necessarily 
imply tota isolation or absolute exclusion from 
the world There are others in the same posi- 
ton In an attempt to liquefy the solid, to move 
the unstirrable and to shape this movement 
into a common expression an art stic stand- 


point and a basis for communication - in this 
act, | see the core of Gehmacher's dance, in 
which the resolute attitude of kinetic human- 
ism is formulated 

But the sentences of Luce Ingaray, repeatedly 
quoted in the piece retan their validity all the 
way through In the rush of the first perform- 
ance, | noted down the following “No one can 
say the whole without nsking that communica- 
tion is made impossible " In tact, the sentence 
goes this way “No one can say the whole 
without making exchange Impossible" The 
exchange anyway remains limited and is 
always endengered, perhaps precisely then, 
when it takes place in its best, communal 
sense That is the topic of “mountains are 
mountans and 14 makes painful sense at the 
end, when Brynjar Bandken and Michikazu 
Matsune stand there facing each other and 
touching with their toes and noses After all 
that was seen before, t hes the value of a real 
shock And it is a relief when they part again 
For there is too strong a suspicion, even clear 
evidence, that this closeness has been 
“forced” 

"How do | dea! with the fact that | am not 
independent, that | am influenced by the 
doings of other people — Maybe i am 
dependent ^ A dependence thet helps one 
in life and enables tum to connect with the one 
he ts facing", writes Gehmacher in a note to 
the piece To walk along this narrow ridge 
from which one can easily fall into tedious rep- 
etition or into hollow pathos (of which this text 
Is by no means free), to explore how far one 
can go with reduction, with the abolition of 
closeness as human practice without betray- 
ing or at least challenging the human dimen- 
slon, to find choreogrephic, ie specifically 
kinetic and communicational answers to 
Ingaray's concern with “how to let the other 
come into presence, even isad them there, 
without claiming to be their foundation" - that 
makes bnilant artiste practice t starts from 
circumstances it speaks about the reality, but 
It transports them through its own, transmit- 
ted, self-made and expected ruias into a 
specificum, a unique specimen, in which it 
presents perception in short, this practice 
creates a particular space of sheped commu- 
mcation, “a place where the intimate is possi- 
ble with measure thanks to the respect for ine 
one or for the other" 

The possibility to make bodies so relevant 
precisely defined, and intelligible in ther 
appearance, without taking away their original 
impermeabilty, thus, the possibity of dance 
as an attempt to find the way to oneselt in the 
movement, in any moment and at the same 
time pay full attention to the doings of others, 
has perhaps been nowhere so clearly present- 
ed as in Philipp Gehmacher's art of choreog- 
raphy For it inks essentality, intuition, and 
shape in a way that nerther “betrays” a "sub- 
stance" for the sake of reality, nor includes tho. 
Iving ina concept But persists in the con- 
crete moment of respectful encounter with the 
uncatchable In the ever-changing 
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Poklapanje u sferi 
odgovornosti 


Razgovarala: Ivana Mance 


Community Art je otvoreni projekt stalni javni forum 1 proces koj refenra na aspekte suvremenog 

života umjetnosti i politike egzistencye, suživota, Otpora i izmjena znanja Zasniva se na osobnim 
iskustvima, interdiscipinamim projektima i suradničkim procesima irsciranim od grupe umjetnika 1990 
godine Okuplja jude s razičiih područja djelovanja kop kroz svoje dosadašnje skivnosti sagledavaju 
fenomene kojima se projekt bavi Community Art moira uglevnom dugoročne suradničke projekte 
Proces se sastoji od različitih form: od diskusija do šetnji od performansa | filma do radionica 1 seminara. 
Jedna od aktivnost je 1 nemstitucionalna Community Art Škola za umjetnost  teon Community Art 
uključuje ljude iz različitih područja koji primjenjuju : ekstremno individualne 1 grupne prakse u područjima 
kao sto su urbane okolnosti umjetničke inicyshva inicijative zajednice, normativnost i društvo, biologija t 
tehnologija tim i medj 


Kao nevladina udruga registnran ja 2001 u Zagrebu od umjetnika ivane Keser, Aleksandra Batiste ita 1 
Tomislava Gotovca u suradny s filozofima, aktivistima i teoretiésorma kao što su Karmen Ratković, Tanga 
Vvilo Maja Uzelac ı dr 


Weekend Art: Hallelujah the Hill je desetgodisny performans trojice umjetnika Aleksandra Battiste lica 
(1965) ivane Keser (1967) : fomslava Gotovca (1937) Od 1995 performans se odga_a isključivo 
nedjejama na planini Medvednici pokraj Zagreba 1 JOS uvijek traje Od 1995 do 2004 konsteči 
samookidač na fotoaparatu Aleksandar Battista Hé snimio ja više od 1300 slajdova To je projekt o 
različitim odnosima, o reaktetu, zvotnom prostoru i urmjetručiam okolnostima Usljed složenih okolnost u 
regiji idlične nedjeljne šetnje kroz planinu u društvu prjateka postale su muak osobne sloboda, baš kao 1 
akcija ! performans Po svojoj pnrodi ovaj rad je "performans bez pubike", a kao senis povezanih sika 
projekt je zapravo "film realziran u slajdovima" Weekend Art Hallelujah the Hi sastop se od šetnji, 
predavanja performansa fima slajd projekcija fotografia, razglednica, internet projekta, plakata, 

novina 


ista grupa umjetnika proizvela je senju kazališnih 1 kino performansa naslova " Body Film Essays' (Filmska 
eser tylom) 


Mance. Grupnim umjeinicam radom bavne se već desetak godina. Ono što mi se cin 
karateristišnim jest to da posnjedi nija neka fiksna autorska grupa, već viša stanoviti tp 
kolaboratvnih procesa koji okuplje suradnike razičtih profila ı profesya prema želji odazivu i 
potrebi Takav je rad tesko ili nemoguce prisvojiti u tradicionalnom autorskom smislu, pa ti 1 
ivana djalujete u njima vise kao inicjaton, organizaton ili protagonist, ravnopravno $ 
drugima 


thé Da. pn čemu bx ipak trebalo razlikovati dva osnovna nivoa. Jedan je Community Art 

10 Je up rade koji smo od početka vodili na spomenuti nacn Pra takav projekt bio je 
zapravo EgoEast, 1991 godine tom prillkom smo počeli s diskusijama | sičnim dijaloškm 
formama, koje su se kasnije nastavile u Co. Artu odnosno Go Art školi Drukčna je stvar 
s paralelnim projektom Weekend Arta u kojem sucijelujemo samo Tomislav Gotovac Wana 
Keser | ja Važno je međutim da su to sve dugoročni long term procesi na pet, deset ! vse 
godina | to uvjek iznova nagiasavamo to ja jedna vrsta investicije u vnjeme koja daje za 
nas važnu dimenzju odgovomosti onome što radimo 


Ratković Da sama činjenica da su to dugoročni projekti stavila u drug) plan dimenziu 
projekta, a u pra plan - proces To što Aeksandar zove odgovornost ja bih nazvala 
svjesnost o procesu A ona se odnosi na ono što se dogada. Ukoio nis fiksirana na 
vremensku granicu | ideju, tek onda u vdnome polju imaš ono što se uistinu događa 
Puštanje da našto traje znači imaš mogućnost komunicirali sa avna što se pojavijuje u 
polju tvog rada jer te ne odvlači nužnost kranieg cija 


Uzelac Zanimljivo je da je ovo pitanje postavljeno iz aspekta aunorstva, a istovremeno 
dovodi u pilanje koncept autorstva u tradicionalnom smislu Vi ste, name, nazvali Ivanu 1 
Aleksandra inicijatorima, protagonistima organizatorima Kako se meni čini, koncept 
autorstva nije održiv u klasičnom smsiu jer ono Sto se tu događa - ne događa se u 
zatvorenom prostoru umjetnost 


Ratković Mogu li ja još nešto reci na tu temu? Čini mi se da je tu posnjack skoračivanje 
umjetnika iz prviegranog prostora umjetnosti u prostor zajednice Kad kažem 
pnvilegiranog = mislim na to da je unutar prostora umetnosti puno jednostavne održat 
identitet autora! U tom smislu je to hrabar 6n - svjesno, namjerno se odnčeš te prvlegije. 
dijela svog autorskog identitetal Stoga dolazi do percepcija de su ivana i Aleksandar 
inicyaton. organizator ı protagonisti 


Mance Na pru pogled Weekend Art nastavlja tradicju gorgonastva - autističnog. 
nekomunkatinog apsurdishókog ponašanja Introvertranog djelovanja koje ss odvija 
daleko od očju publike ima fi međutim u tom idealtetu pnrodnog stanja i mtrnstčkog 
sklada među članovima u tom radikalnom odsustvu bic kakvog društvenog konteksta - 
neke ironija? 


WIG Već samo uzimanje mena Weekend Art pomalo ironično ni jedan umjetnik nece 
tako nazvati svoj rad jer je to pejorativan pojam (umjetnosl koje se prakticira isključivo 
vikendom t| u slobodno vrjeme - op à) Kako su negativne okolnosti umjetničkog rada u 
našim krajevima konstanta, pokuša): smo tu nepogodnost okrenuti u svoju korist | naravno 
da u tome osim te postične note ntuainog ponašanja, dosljednih odlazaka itd , postoji 1 
stanovita komponenta apsurda. Važno je naglasi da ono što na prvi pogled izgleda 
autstično - nepnsuinost aktualne stvarnost - jest zapravo podloga W Arta On je 
napravljen kao reakcija na tu stvamost, on bez te stvamost ne bi mogao postojat 


Keser Da, ai sam kontekst je taj kog daje primese ironge E ne-ronge Ironija bez konteksta 
1fye ronja 


Manca Moža | onda istovremeno model W Arta - utoprskog sklada 1 komunalne 
soldernost - u određenom kontekstu funkcionirab | kao model politički radikalnog 
ponašanja? Nje lina neki način taj utopijski komunalizam zajednički 1 W Artu 1 Co Atu? 


Uzelac Po meni - što se Community Arta tée, sintagma utopyskog komunalizma ne 
odgovara Nešto ima karakter utopijskog ako se mist na način moderne, tj percipra kao 
Projekt deai kog treba dosegnuti Ovdje se ne rad o tome. Ovdje se radi o stanom 
procesu u realnom vremenu, provocranju, aftikuliranju određenih potreba zajednice, 
odnosno konkretnih judi kog stvaraju konsenzus o tom što su duG koraci 


Hié Netko je jednom rekao da utopija u seti sadrži djelić neodgovomostr. 


Ratković Kao što svaka ideologija sadrži djelić neodgovomosti Time Sto utopyskom 
slikom blokiraš mogucnost supostojanja drugih ideja pored tvoje vlastite 


Keser | utopija | odgovomost prozlaze od pojednca, pa u tom smislu može (funkcionirat 
kao model) Važno je ipak napomenut da su 1 okolnosti utjecale na takvu taktiku jer sma 
na početku devedesetih kada smo započinjak s projektom bii omentrani - što se 
autističnosti tiče - NA VECU grupu U ciju pobolšavanja komunikacije na Soen opcenro, 
kako sg nije dogodio odaziv ides na moguću varijantu, stvaras dialog s ljudima koj su 


Diskusya Commun Aca Parsdgma «on ika Wi RE «L9 e Gee it paradom. 
Muzej suvremene umjetnosti Zagreb. 2002 


Discussion of Conmunily Art Paradom sr Corte = Con s confict have a paragm al a 
Musou ot Contemporary Arl Zagreb 2002 
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spremni na to, ako vec nije spremna kompletna scena. 
W. Art je zajednica u malom to jest dijalog samo u 
manjem omjeru 


Mic Kaca me Pitaju KOJ Je TOJ UGO u umjemustir što 
me privlači, odgovaram kako sam uvjek volo surađivali 
s drugm liucima mati odreGena događanja, S srom 
zaednicom ili s prijateljima. U W Artu su posnjedi vise 
prale pa | priča oko prijateljstva na nekoj opcenitoj 
razni koja je na reki nacin također | biopolitička priča | 
ne radi se o trenutacnaj, kratkoročnog provokaci, vec o 
dugogodišnjem mnzisuranju, određenoj venfikacy! 
postupaka | trajanja koje nas daleko više zanima. 


Keser Da, al baš zato 1 jest važan trenutak kada se 
sve lo događalo jer u ono vrjeme je sve bilo u drugom 
planu, kad je počeo rat, kultura zapravo 1 nye bila 
potrebna u obliku u kakvom postoji danas U takvoj 
situacii se moraš restnuktunrali 1 nac: neki alomativni 
smsao vlastitog rada 


Mié Zanimljiva su čitanja W Arta U svijetu Recimo, u 
Švedskoj, zbog mirna političke situacije W Art je 
manje-više pročitan kao hedonistička projekt, dok je, na 
primjer, u Barceloni bio čtan kao ekstremno politički 
Znači, ovisno o senzibizaciama, kontekstu, čitanja su 
bila sasvim razična 


Keser Dobro ali! sam smo tay odlazak zvali 
terapyom 

Mé Da, u sivan kad smo kreni na izlete, nismo ni 
razmšlali da ćemo raoiti nekakav art, to su 
jednostavno bile okolnosti koje su ı za Tomislava 1 za 
Ivanu i za mene olle u tom trenutku nepovoljne 
Nemogućnost suradnje s institucijama, nikakva 
financijska potpora - U takvim okolnostima bill smo 
prsijeni naći neko altamativno mjesto kulture što smo 1 
napravili - ohši smo na Sljeme | iamo napravili svoju 
atematvnu instituciju 


Mance Rekao si da li je uvjek bila važna 
komunikacija. To što radite doista prekida s 
trackcionainm modelom umjemosti kao umjetničkog 
Ststementa, iskaza o svijetu 1 okrece umjetničku 
praksu prema polu komunikacje Samim tm ta praksa 
se dosta mijenja nema finalnog proizvoda kojl bi bio 
ideološki ili fnancijsk isplativ, ono što nudite mramano 
se razlikuje od svakodnevih sredstava | modela 
komunikacije - prozvodite novine, održavate 
predavanja 


Ilić Bio bih čak precizniji u lome To je proces 

UKLJUČUJU se razičt lud, stuacya je potpuno 
fluktuentna. Povremeno mamo - mu to zovemo 
nterface - dakle nešto što povremeno pustimo van, 
jedanput su lo novne drugi puta predavanje treći pula 
diskusija # zajednička akcija Dakle imamo le 
povremene prikaze kroz koje se ujedno ludi mogu 
uključiti u proces 


Ratković Ja bih također rekla u naše ime, zasto smo | 
mitu miz cine scene odjednom u sfen 
umjetnosti lako to samo po sebi me nista novo u 
projektima moderne bilo je vec umjetnika koji su 
zajednici nudili neka svoja nesena Ali ovde sto nje 
srodno projektima modeme oni iniciraju komunikaciju, 
forum za otvaranje problema zajednice gdje se 
pozivaju na suraonju insttucye neviadine organizacije 
druge "autore" studenle javne osobe kustose 
teoreucars građane Najvaznijj je aspekt ono sto ja 
zovem proces da se ukljuci komunikacija između 


različitih segmenata zajednice Da stalno se sastajemo, kana dođemo do jedne razne pitanja. prespitujamo 
ono što smo dosegnuli svaki susret je ujedno feedback na prethodno, što onemogucava konstituranje 
određene ideologije Tu se ne možeš opusiji, mislih da je stvar nješena 


Manca Da h to na neki način znači da se takva umjetnička praksa zapravo ne razlikuje od nekih drugih 
društveno -kultumih inicijativa koje nemaju nuzno podneto u umjetničkoj nstitucij koje nisu mcijalno 
umjetnički motrarane? 


thé Pnye svega se poklapama u sfen odgovornosti Mislim da smo sa sum ljudima koj z različtih dsopina 
ulaze ii se bave srodnim problematikama u nekoj korelacu To je neizbježno, misim da je to čak kvaliteta 
koja nas je privukla u to 


Uzelac Ono sto nas povezuje - ako smo mi reprezentanti NGO-a, civilne scene - to ia vnjednost suradnje 
kola znači clijejenje odgovornosti za zajednicu ah ujedno 1 povećanja osobne odgovornosti - Jar u svoje polje 
uključujemo još jadan aspekt, još jedan način preispitivanja normi, ko: je vjerojatno specifičan za umjetničku 
subverzivnost 


Mance Posto li onda tu neki specifični "umjetničke" dopnnas? 


Ilić Specifično je iskustvo 1 način djelovanja. Svatko dolazi u te siere kroz naka svoja iskustva - mi smo 
krenuli iz umjetnosti Ovo je sad jako uopćeno alll - ako se poltika bav nomnatwioSCu odnosno stvaranjem 
normi, odnosno ako je poltika stalni proces pregovaranja o normama, onda bi z naše perspektive kultura. 
bila proširivanje Imaginacije o mogućnostma pregovaranja | svim ostalim aspektima Isto tako to je određena 
vrsta aktivnosti otpora pa onda : modela Znaci, mi svi na različitm razinama radimo na istom, a to je prije 
svega dostojanstvo čovjeka 


Ratković Mi iz civinog sektora osjećamo se osnaženi upravo u onom što Aleksandar zove interface 
Imamo veće | sigurnije polje za pregovaranje o nomama Jer umjetnost u svom autohtonom prostoru ima 
veću moc praispriivarya normi, zato što je to prešutno pnhvacen prostor za eksperimente Osim toga 
osjećarno sa slobodniji jer je to igrajući element u našim smrtno ozbijnim prespdvanyma razičitih praksi 
djelovanja A naše iskustvo dolazi iz onog što Amoki Mindel zove deep democracy (= praksi ukučivanja 1 
uključenosti) - to nas nase zanima. 


Mance Sigumi ste u to? Msita | da u umjetničkoj praksi normatvnost ne postop, da uloga kulture ne 
normativna? 


Mié Postoj kut gledanja Kod svih ovih stvan, kod norm) pregovaranja o njma mamo neku određanu 
percepciju - pamjecujemo nešto što netko drugi ne primjećuje Netko moze žvjeti u čistom kaosu nećistoj 
okolni a da tome na pridaje pažnju, a nekog drugog smata svaka strica Postnoderne prakse otvonie su 
mogućnost slobodnog prebacivanja s jednog područja na drugo. nema paradigme U modemishékom 
emisiu koja je nužno morala bih primjenjiva na sve, Sada Su u ign model kog nude psspektvu slobodnog 
udruživanja. Dakako, | oni su nužno normativni, ali takva stuacija je daleko fuktuentwa te namece čitav splet 
novih pitanja poput - koje su veze između bh područja, koj se modeli nude, koje su negativnosh nom koe 
nameću koj nesporazum koe pregovaračke pozicja, kakva je rmaginacta 0 mogućm procesrna 


Manca Pomišlaš Il da ja upravo ta liberalna mogućnost političke rasprave u kukun i umjetnosti na neki 
način ambrvalentna? Distnbucjom političkog djelovanja u sferu smboličke proizvodnje istovremeno se 1 
dobiva | gubi - s jedne strane ona znači poželjno umnožavanje pozicija političke moći, s druge, međutim, 
getoizaciju politike u sferu kulture čime umjetničke strategije otpora | nehotično prelaze u odlike polt čke 
reakcije 


Mié Ono što mi se čini kao najveći problem upravo je kutturalizacia poltike L polličkoj sien stvan se ne 
rješavaju ali se zato zamrzavaju u sfen kuture | to je jedan aspekt procesa polilicke Nomehzacye jer upravo 
la politička norma nalaze kulturalizacju politke dok ispod površine cijeli nz problema ostaje neqesen Ali 
sama težnja da se suraduje s drugim ljudima da se pokuša naučiti nešto od nih 1 obratno kao pokušaj - 
stop Nitko ne moze reći da || će on Imat nekakakav rezultat | neće ali naravno da intencija postoj To je 
proces kojem ne možemo univerzakstčki odrediti cil, ali s resursima koji nam stoje na raspolaganju 
pokušavamo mijenjati stvari Kroz predavanja radionice, diskusje pokušavamo vidjeti koj su drugi odii, 
kako to zaobići kako pomoću ljudi koj imaju drugačija iskustva napraviti pomake - naravno da u svemu 
tome ima puno kuituralizacije Ono što je bitno u tom procesu jest je ! čovjek manipuirar ili nije Msim da je 
tu bitna razika ide li kuituralizacja navođeno ii ne Na pomjer, takva je uloga fondacija za što manji novac u 
određenoj zemlji i regiji Nameinuh određene Kee Al čovjek može raditi neovisno o jednog fondacn, može 
radili s puno manih izvora financiranja. tako da nije taoc samo jednog izvora 


Mance Dobro, ali to su taktike oreživljavanja Moc međutim nije uvjek utjelovljena u vdljem nsttucjama 
poput fondacija pa mislim da načelno ne postoji niti jedna pozicija koja bi te oslobodila naka da budeš 
ideološki ili komercijalno zloupotrebljen 


Mié Da taj nzik svakako uvijek postoji za svaku umjetničku jedinku za svakog covjeka, za svaku političku 
jadniku u svakoj sfen čim se neko nečim bavi a pogotovo ako se bavi necim javnim Kroz naše projekte mi 
međutim pokusavamo deiektrat te mehanizme odnosno razmjenjivati iskustva u otporu prema nama Aa, 
čovjek uvjek nekako izmiče z Co Arta u W Art iz W Arta u Co Art - ta neuhvatijvosi je važna. A) u 
svemu tome ie na kraju ipak vrlo važna veriikacija. U nekom trenutku proces postane vidliv | judi se mogu 
odnosit prema njemu U nekom trenutku neizbježno sa počrje nazrab pat vdjeu tko ima konsb od svega 


loga To izazva sljedeću reakciju Alf io je sad već jeono drugo piane 20a Bi tu Tom bio kompetentan 
reći nešto 


Gotovac Ja msim da umjetnici s predumišljajem nikad ne rade umjetnost Taj mrak predstavljanja vlastite 
osoba u određenom kontekstu, pokušaj odvajanja t od svoje fizičke | od svoje društvene ličnosti barem 
kada se u njega krece, uvijek je agresivan, egzibicionistiéki čin | tu sam ja našao svoje kompice za 
djelovarje u trecoj životnoj dobi - Jer kao što znate onl su na poćetku miaci puni entuzijazma i snage a 

hova potpora nekim mom minullm stavovima kojh se jos uvijek držim je kako bih rekao na neki način 

nana Ja s tim mladim ljudima tvorim neku zajednicu koja se pokušava oduprijeti svemu ovom što nam 

se događa 1u našoj zemlji i u svijetu - globalizacija, protiv globalizacije za globalizaciju nacionalizam za 
yneconaizma Mi smo u stvan odabrali jedan drugome štiti leda Ja imam neka 
skustva Iz da šezdesetih godina kad je stuacia izgledala malo drugaéye umočio sam prste u dosta 
stvan koje su se događaje na ovom terenu a 1 oni me ne bi zapaziti da nisu imali shor problema kao sto 
sam imao 1 ja. Misim da smo se ivana, Aleksandar 1 ja našli nekako na tom polu - ako znale one 
samurajske filmove od Kurosawe - Joymbo Samjuro, a naročno Sedam samuraja bez te simpatije za 
egzstencjalno gešavanje vastitih problema, mishm da ne b bilo nista 


Mance Nie li modemsnch tp umjetničke provokacija Dio agresvniji ii barem ekscesmvniji u odnosu na 
mWolubwvu praksu dijaloga | razmjene mišljenja. kakvu rade Ivana | Aleksandar? 


Gotovac Pa W Art i nje bas merolubiva pri 
Mance Nisam mislila pnmarno na W Art, nego na ostale projekte: 


Gotovac Pa dobro, zašto ludi ne bi radili u jednom Sem potezu pokušavajući svoje Keje malo prilagoditi 
društvu W Art, od njegovog naziva do svakodnevnih odlazaka na Sljeme, a na Sljemenu su bil su 
Zagrepčani, u stvan podrazumijeva ecu sknvenu odlučnost de se istraje na svojim stvarima Mislim da je | 
Co Art na neki način takav ova naziva kao da poručuju nećemo Vam mu ništa ali kad skužita o čemu se 
rack, (pak ćete se zapitati 


Mance Na taj model radikalne i beskompromisna odsljednosti sam i mislia pitav$ da li je to na neki naćin | 
politička provokacija 

Gotovac To su već esencialne stvan a ja ne znam filozofirati Uglavnom treba izdržati deset godna 
šalabajzat po Zagrebačkoj gon, otknvat: našto Sto je za sve ljude pnznato i dostupno pnroda drveće 
cvijeća trave, nebo, oblaci kiša, snáeg - | sve te stvari dovesti u funkciju postavljanja pitanja To su obične 
stvar, to je kao udisanje zraka, pijenje vode Misim da se u stvan ništa nije izmjenilo, u odnosu nas svju 
prrode. To su sad već esencialna pitanja ljudskoga dijelovanja se samim sobom 1 u odnosu na bližu 
okolinu Mi 1 jesmo kao ta bliža okolina, iako smo se mi dogovonii da predstavljamo odnos sa čitavim 
svjetom zrak, voda, drvo, kamen, rijeka, potok - toga ima svugdje, kako u Japanu tako ı u Amena To 
Smo vidjeti uostalom 1 u jednom slatkom filmu kog je napravo Adokas Mekas koji se zove Hallelujah the Hills 
- pa smo to 1 uzeli za moto W Arta 


ma još jedna stvar Bii smo nedavno u Japanu i tamo smo otkri da se fiozofja i umjetnost Japana refenra 
na onu Istu prrocu na koju se refenramo im Otknk smo također da su | gospoda iz Gorgone bila na istorr 
tragu Misim ai me ni Gorgona gtknia sveto bio je toga Još : prije, bia je tu Dada nadrealizam U stvan 
da se vratim na ono opcenito, uvjek su svi umjetrvct konstil svoje neposredne datost 

ilić Pa mozda bi se moglo rec: da ono na što smo mi uvijek bill zapravo fokusirani jesu uz kulturu vezani 


ntuali odnosno rutine Kroz rutine sagledavamo društvo judi negdje hodaju brze negdje sporje način na 
koji su sagrađene kuce, nacin na koji se ophode prema prirodi Ponekad te rutine su vidljive u umjetničkim 


radovima Zbog toga su za nas ta rutine bine 
Mence Kao ishodiste? 


lhé — 1 kao ishodiste Kroz rutne se mogu analizirati stvan Tu aralničku dimenziu naših radova shvaćamo 
kao Wd eseysickog nacina izražavanja 


Mance Mogu li se onda na taj način shvatih ı ostale lome vašeg djelovanja. predavanja. škole Da i su 
to također neke ruine komunikacije rutine medijskog ophoderja? Da i je posrijedi neko mualno 
upražnjavanje iskusavanije neposradna dostupnih rutina? 


Ilić Da, izmedu ostaloga Ali istovremeno kroz te forme ! modele mi s drugim ljudima pokušavamo 
diskutirati o tome pomaknuti granice percepcije o tome de rutina nisu pale s neba, nego da je velit cio nin 
navođen Da tu jest veza zmađu W Arta1Co Arta uW Artu zraZavarie purem rutine 1 ntuala je 
eksplicitan postupak dok u Co Artu stavljamo naglasak ı na analizu rutina Naravno, ne na banalan način 
trazenja odgovora nego širenja svijesti putem postavljana prtarva Tu postoje | drugi aspekt ponavljanja 
događanja 


Al iz aktvističkog ugla želio bih reći da je Community Art takoder suportivna organizacija. To znači da 
aktivno podržavamo za nas važne projekta koje je već netko započeo 1 nastojimo ih pestvont u kontnuirani 
proces Nastojmo podržati inicijatora nastojeći organizrah cieli niz povezanih događanja pa : svojvsih 
ponavljanja. stvarajući tako knténu masu zarumljvim temama 1 procesima. Jer ako se nešto dogodi samo 
jednom kao da se! nije deslo Nastoymo to organizirati drugi put u nadi da ćemo pomoć inicijatoru da on 
to ponovi ı treci put | tako redom Mislim da svi Imamo konsti od takvog suradničkog procesa | pristupa 
temi 


Manca Niste se ograničili na pojedini medy ravnopravno se služite svime što vam je na raspolaganju To 
podjednako uključuje visokotehnološke oblike komunikacije ali 1 one primrtivnije. poput novina ih škole, 
radionica otvorenih diskusija Zašto baš novine? 


Keser Pa sigurno : zato što ih je najecnostavnje distriburab. Još uvpek su novine namascvn medi ı 
predstavljaju oprečna vednost prvo su vnjednost, potom ista predstavljaju smece. A vrjednosti su, barem 
one društvene nešto što ma oduvijek intrigiralo Također bio mi je važno uzeti neku dovoljno jednostavnu 
formu izražavanje u kojoj mogu sljediti neke svoje inturtivne potrebe : preporuka e taje Budite sam svoj 
urednik Krenite s jednim istom a ako vam se na sviđaju postojeće vjesti možete izaci na ulicu napraviti 
nova 


lé Zapravo ti cjelo vnjema netko režira Zvot. bilo kroz oblika racikalne provokacije, bilo kroz oblike 
mircubivog dijaloga U svom radu tražimo mogućnosti za propitivanje te režije - podjednako one prema 
drugim ljudima ill režije nekoga prema samom sebi 


Manca A model škole | radionice? Kako to funkcionia? 


lié. Inicjatva je krenula prije skoro tri godine, pa dok se to sve skupa organizacijski razvio- Sam program. 
znači, Ide nešto više od godinu dana | zasniva se na tn osnovna nvoa Jedan nivo je Ciklus predavanja za 
Studene znači sam program za polaznike, | on je specifičan tematski se obrađuju neke stvan, zovu se 
gosti organizraju predavanja ı radionice Sljedeći nvo odnosi se na javna događanja - znači za jude koji su 
zalmteresirani za umjetnost, neka kulturološka ılı politička pitanje koja mi možemo na neki način približiti 


Treći je nivo ili krug. za građane | juce koj nisu zanterssirani za ono što sa događa u umjetnosti, ali na ula 
ih nekom javnom prostoru nalaze na to itom bez neke agresivnost, izazva znati2elu | pozva na 
sudjelovanje 


Sva se to događa u tjednim ntmovime a sam program podrazumijeva šrok spektar područja. od 
vizualnosh | umetnosti do teone | fiozafije Polaznici su z potpuno različith discipina, mamo studente. 
matematke filozofija, arhitektura, umjetnosti Program bismo mogli nazvati nterdisoplinarim Mi smo mak 
od početka takvu ntenciju ali se ı pokazalo da je interes takav, pa program stano prilagodavamo pozivajući 
predavače iz potpuno različitih disciplina. 


Što se tiča mjesta trenutno u Centru za mirovne studije znajmljujemo termin, ali inače surađujemo s pet 
različitih instrtucya ukoliko imamo filmsku temu, onda suraduemo s Hrvatskim fimskim savezom : MM 
Centrom ako mamo temu g filozofije onda s PastForward grupom, ako mamo umjetničko-galenjske tame, 
onda s grupom WHW, ako aktmstičko-arhtektonske, s Piatformom 9 81 


Kad već govonmo o formama | oblicena iskazivanja, još jednom bin se vrabo na esegstičku komponentu 
našeg rada Pored odlazaka na Sljeme, nas troje održavamo | performanse uživo 1 to u različitim 
institucijama, od muzeja do kine | kazališta. Putem performansa. putem tjelesnog izraza, izvodimo ese na 
neku temu Taj izvedbeni izraz smo zato 1 nazvali Body-film-essays Forma eseja u umjetnosti nje 
nepoznata ona se pojavljivala od ruske avangarde preko francuskog Novog vala u filmu, pa sve do 
današnjih dana 


Mance Znaci i to da se pozwate na tradiciju krticke rafleksije u umjetnost, da ste biži analitičkom negoli 
aktmstičkom izrazu? 


iké Misim da se to u nekom trenutku nužno ispreplice sako nas osobno više zarsma sam aktan proces u 
realnom vremenu Uzmemo i Esenstana | uopce cijelu avangardu naiazrmo ne spregu između umetnost, 


Ctt munty Art Interface 2002 autorske 
novine tvane Keser author s newspapers by 
Ivana Keser 


Contemporary 
Community 
Network — 


oa sae 


Community Art Network 2007 autorske 
novne Ivana Keser author s newspapers by 
Ivana Keacr 


Community Arl ront Page 2003, autorske 
novne lvare Keser author s nowspapers by 
Ivana Koser 


8ktvzma | društvenih promjena. Nije da želim radt dirakrnu relaciju vjerne se promijenio, ideologije su se 
promijenile društvo transformiralo u neke nove obike — Dativo Zeno u jednom tranzicyskom vremenu, 1 
ne mislim pri tome na političku tranziciju, govorim općenito 


Mance Nie li kontekstualziranje umjetnosti tranzicyom poslalo opam mjestom? Nije i tendencija 
zapadnjačkih kustosa da umjetničku produkciju istočnoeuropskih zemalja vide kao metaforu regonalnih 
politékch sudbine u najmanju ruku dosadna? 


Keser Jest al sto se grupnih umjetničkih praksi bee ipak traba radni razliku u motivaci Kako to 1 zasto 
rade na zapadu, gdje su financirani s raznih strana, bitno je razicro od toga zasto to netko radi ovdje sa 
svojim sredstvima | bez neke krajnje programirane intencye Za vijeme bivseg komunizma ui judi nisu imali 
razloga bilo što ovdje tražiti, Jer nije postojao interes Danas, kad je sve vec prvdno maprano, kada dođe 
neki zapadni kustos u potrazi za fiktivnom predodžbom umjetnost jedna sredine koju zapravo ne poznaje 
uvijek Je upitno da ii Je spreman na iznenađenja Ili je samo došao ispuniti okvire svoje predodzbe ili još bolje 
Predrasuce Ovdje su se stvan razvijale spontano, prema potrebama i mogućnostima kakve je zadavao 
kontekst 


Suradnja Između sredine u kgo; postoji organizirani sistem kuitume produkcije 1 ove, gdje takav sistem ne 
postoji, može biti dvojak Jedan je pristup tzv egzotični - Jo je primjer kad se rade Koncepcse Balkana 1 
onda se nalazi materijal koj to llusinre To je najpovršnja, primitivna razna suradnje koja nikamo ne vodi 
Druga perspsektvnija alt ponekad puna pomstnji: predrasuda, jest kada netko Iz sredina koja ima razrađen 
sistem mstitucionalna produkcije | distribucije umjetnost, dolazi s vizio akematvnog Ovdje gdje sistem 
uopće ne funkgonra on zaméja da ludi imaju slična probleme kao ! oni u razrađenom sistemu u koima se 
zapravo traže nake rupe da bi se moglo uopće altematvno djelovati | sad se traže eventualno neke 
kompatitinosti, traži se nešto slično - jer ljudi koji dolaze zapravo eu svjesni nedostataka u svom 
postojećim sredinama, pa traže nske kmje modele koj bi mogli iunkaonirati u njihovom okruženju Tragenje: 
2a dodirnim točkama, za promjenu. svakako je veći pornak nego naglašavanje razičnosti 


Mence Nije ii! pravovremeno poznavanje povijesti odnosno kontinuiteta hrvatske suvremene umjetnosti, 
također jedan od razloga takve percepcija? 


Gotovac Pe percepce je bila | ostala vrlo površna sve do današnjih cana Moramo znati jednu stvar 
Titove Jugoslavje nije bio Istočni blok To je bio našto između Tro i komunstćka partya jesu bit na viash sh 
mi smo ovdje mal informacija koje u Istočnom bloku nisu mak | po tome smo se baš mi u Hrvatskoj, Srbe 
BiH, Makedoniji td , razlikovali od bivse Cehoslovatke, stočna Njemačka, Rumunjske, Bugarske Toje 
bio nešto potpuno drugače | sad nas pokušavaju strpati pod isti kontekst, a to po mom sjecanju ne 
odgovara istini Definitivno je bio više informacya, ovdašnje umjetna su orkulicali po čtavom svijetu i negdje 
Od kraja pedesetih tu se događalo nešto potpuno drugače nego u Istočnom bioku Od '59-te Zagreb je 
bio nešto potpuno drugo Tu su se mogli kupovati amenčka časopisi Life, New York Times, 1 Covek jo 
mogao graditi odnos prema nima Tu su se gledali timom kog tamo nisu, slušala se muzika koja se tamo 
nije smjela slušati Svakako da jo to rezultesio nesto drugačijim procesima | produkcsom Sad nas ov budi 
sa zapada žele vratiti tamo gdje zapravo naca nismo bë, ne dopuštaju drugačije čitanje, drugačije 
kontekste 1 to je razlog zašto se Ivano | js bunimo kad netko kaže Balkan i uzme to kao paradigmu 


Ulé U takvoj situaciji mogu proći samo izpoltizrana teme umjetnici koji imaju politička reference ali teko da 
se to percipira kad nešto egzotično 8 ne u svim svom slojevima Zašto kudi ovdje ne bi imali pravo bit isti 
kao onl u Berlinu Londonu New Yorku ii Sao Paolu To je isto keo 1 pravo da se bude razičit Tu nitko ne 
može govortt o svakodnevnom životu, à da to ne bude isporizrano 


Mance Pe dobro, ni vi sa baš prevša ne bavte tm temama 


Keser U prethodnim slučsjevima je njeć o projektu egzotične ispolliziranosti a ne o poltičkom životu 
Uopce nye stvar u samoj temi nego u načinu kako se prema nja odnosimo Proektnost teži prema neko; 
vrsti suhog artefakta prema konstruktu bez uvažavanja svih onh sofistciranih procesa A nama se upravo 
ti procesi čine ključni Takav modal pomalo ciničnog modernistiékog pretraživanja sa već unapned 
završenom slikom doveo je napokon do niza nesporazuma Dogodio se potpuni nedostatak osjetljivog 
Kuituralnog prevodenja Internacionalni umjetnički svjet ima svoje domena, copy-nghte na određene teme | 
to se strašno osjeća kad uzmeš obrađivati nešto što mije u tvojoj domeni Kao da ne zaslužuješ da se tme 
baviš Slo je zapravo apsurd jer najveća snaga 1 jest u Jome da švrljas po tzv zabranjenom terenu Al 
pritom je jako bitno zadržati odgovornost prema njemu 


lilé Na kraju ipak stoji podatak da kao kolektiv nismo bili pozvan ni na jednu izložbu balkanske umjetnosti 
Niu W Art nii Co An 


Gotovac Činjenica da baš to što W Art isključuju oni koji obožavaju bazarsi Balkan & paralelno su se 
usposlavile lolka druge komunikacije zapravo govori nešto za sebe 


Keser Znači možeš živjeti i raditi na brou, a de te cijeli svjet razumije 


víotrz^. a” Nomalzacja dsk 
Normaization | drscursve process pi 
Commur^. At Normalizacija = dskurivni p 
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Transialed by Tomislav Brlek 


Community Art is an open project a permanent public forum and a process that refers to the aspects of 
contemporary Me, the ar and politics of exstence, co-existence, resistance and education it is based on 
persona! expenences, interdisapinary projects and cofaborative processes inated by a group of artists m 
1990 ft bangs together people from aiterent fekis, whch through thar own activites look at issues and 
phenomena that the project is dealing with Community Art irstates manly long-term collaborative projects 
The processes consist of different forms from discussions to walks. from performances and films ta 
workshops and seminars: One of ther actvites is a non-institutional Community Art and Theory School 
Community Art involves people from different discipines who practice both extremely individualistic and 
coflacive pracbcas in the üsids such as. urban conditions, art rvbatves, community inmatives normativity 
and society, biology and technology, fim and media. As a NGO ‘non-government organization) t has been 
founded and registerad in Zagreb in 2001 by the artsts Ivana Kaser Aleksandar Battista lic and Tomislav 
Gotovac, in coflaboraton with philosophers, activists and theonsts ike Karmen Ratković. Tana vrvio Maja 
Uzelac and other people from vanous fields. 


Weekend Art: Hallelujah the Hill s a isn-year performance by three artists Aleksander Battista lić (1965), 

Nana Keser (1967; and Tomislav Gotovac (1937) The performance happens exclusively on Sundays on tha 
Medvednica mountain near Zagreb and ss stil m progress From 1995 ti! 2004 Aleksandar Battista ihc took 
a senes of more than 1300 sides, using a salf-timer 


This project is about different relationships, about reaitty, ke space, and artisto crcumstances Due fo the 
dakcale crcumstenoes in the area, the idyfic Sunday walks across the mountain in the company of fends 
have become ntuals of personal freedom as much as an action and performance. By its nature, this work is 
a ‘performance without audience’ and as a senes of mages the project is ectually a ‘fim realized in sides" 


Weekend Art Hallelujah the Hill consists of walks, lectures, performances film, side projections 
photographs, postcards, internet broadcasting, bilboards, newspapers, 


The same group of artisis produces @ senes of theatre and cinema performances itted ‘Body Film Essays 


Mance You have been practicing group art work 
tor ten years now It seems that it's not a fixed 
membership that deines thes group, but a certain 
kind of collaborative processses gathering vanous 
types or collaborators It :a almost impossible to 
assign authorship to such work m the traditional 
Sense so you and Ivana seem more like intistors. 
organisers or protagonists, working among 
equals 


ile Yes, but there are two levels in this One is 
Communty Art the kind of work we heve 
practead in the way you described from the start 
The first project was EgoEast m 1991 That is 
when we started to have discussion and oiher 
dialogical formats that continued through Co Art 
and Co Art school The parallel project Weekend 
Art is somewhat different It includes only Tomislav 
Gotovac Ivana Keser and myseli Both are fong- 
term processses taking fiva, ten or more years it 
© a sort of investment in time, that for us gives an 
important aspect of responsibility to our work 


Ratković Yes the fact that these are long-term 
projects emphasises the processs What 
Aleksandar calls responsibilty, | would call an 
awareness of the processs it has to do with what 
Is going on If you're not preoccupied vath the: 
time limt then you can see what rs really going on 
Letting something last means that you have the 
opportunity io communicate with whatever 
appears n your field of work, since you re not 
restncted by any goals. 


Uzelac it s interesting that this question is posed 
from the aspect of authorship, while rt challenges 
the concept of authorship in the traditional sense 
You have called Ivana and Aleksandar inttators, 
organisers or protagonists — It seems to me that 
the classical concept of authorship cannot be 
aopled here, what happens here does not happen 


m the closed area of art 


Ratković Can say something about this? It is an 
instance of the stepping out of the arts! into the 
space of community In the area of art. the artist is 
prmleged Inasmuch as it is much easier to 
preserve tha Identity pf the author! Here one is 
forfeiting thie prvlege some part of the identity of 
the author! So Ivana and Aleksandar become 
intvators, organisers or protagonists 


Mance At first sight W Art continues the 
tradition og Gorgone group - the autistic 
hermetic, absurdist behaviour the introverted 
action tang place far removed from the 
audience Is There some irony in this Ideal of 
natura! state and intimist harmony of members In 
this radical absence of any social context? 


Ilić The very name "Weekend Art is somewhat 
ironic. no artist will call his work thai, t sa 
pejoratve term Since unpropltious conditions for 
arüsic practice are an abiding fact in this part of 
the world we have tried to turn this lack to our 
advantage and of course alongside the postical 
note of mual, consistent behaviour there is also 
something absurd about t What seems autistic - 
the absence of everyday reality - is actually the 
backdrop of W Art itis a reaction to realty 
without this reality, t wouldn t exist 


Keser Yes, but the context produces irony Irony 
doesn t exist without 2 context 


Mance Can the model of W Art - utopian 
harmony and communal solidanty - m a certam 
context function as a model of politically radical 
behavous? Isn t this utopian communalism 
something both W Art and Co Art share? 


Uzelac | find the phrase utopian communalism 
mappropnate for Community Ari Semething has 


a utopan character if i's oercieved as a project, 
an ideal ta be reached That s not the case here 
This i$ an ongoing process in real time a 
provocatian, en articulation of certaln needs of 
the community, of real people who decide what 
next moves ara 


Ilić Somebody said that utopia includes certain 
amosponsibilty 


Ratković Every ideology includes certan 
irresponsibiity The utopian image brackets off 
other ideas 


Keser Both utopia and responsiblity come from 
the individual and in this sense it can function as a 
medal The conditions affected this tactics for in 
ihe early 1990s, when we inrtieted this project, we 
had been focused on a larger group, with the am 
of improving the communication in general the 
ack of response forced us to tum to a dialogue 
with those wing to engage im it, seeing that the. 
whole scene was not interested in t W Art isa 
community on small scale it is a dialogue on e 
small scale 


Mié When I'm asked what attracts me in art, | say 
that | ve always loved to work with others to 
initiate events, writin a community or among 
meds In W Ari its more mends, but the general 
story of inendstup is also a biopoltical story It s 
not e momentary, shorttem provocation ts a 


long-term venfication of procedures, It’s the 
duraton that we re interested in 


Keser Yes and that s why the moment is 
important, et the time everything was relegated to 
the margin the war broke out, and culture wasn t 
really Needed very much in today's form In such a 
situation you must re-structure your work and find 
some alternative sense in tt 


Ihé It s interesting how W Art has been read 
abroad In Sweden due to their stable political 
situation W Art was understood rrore or less to 
be a hedomstic project while in Barcelona it was 
understood as extremely political Depending on 
the sensitivity, the context the readings differ 
greatly 


Keser OK but we called it therapy ourselves 


thé Yes when we started io go on excursiane 
we were not thinking about art, the circumstances. 
were unpropitiaus for Tomislav, tvana and myself 
The nabity ta work with institutions. no funds - 
we were forced ta ‘ind some alternative site for 
cultura And we did just that we went to Sjeme 
hill and created our own alternative institution 


Mance You said communication has always heen 
important for you. Your work does away with the 
traditional medel of art as artistic statement, a 
reflection about the worid. and tums artistic 
practice towards communication The practice is 


je / 


thus changed there is no final product that would 
be feasible either ideologically cr financially what 
you re offering differes only minimally from 
everyday means and models of communication - 
you produce newspapers, give lectures 


lié | d be more precisa Its a process various 
people ara involvad, the situation is completely 
fluctuating Ocassonally we have what we call an 
interface - something we release into the outside 
world it could be a newsaper or a lecture or e 
discussion or a collective acton So, we have 
these occasional releases that enable people to 
join in the process 


Ratković 1d like to say something for the part 
played by the civi scene participants in ali this - m 
art Its nothing new actually - n modernist 
projects artists offered solutions to the community 
But hera. unlike the modernist projects they 
initiate communication a forum for the problems 
Ot the community where insttutons NGOs other 
authors’, students theorstists citizens are all 
invited to discuss them The most important 
aspect is the process to enable commurvcation 
between vanous segmenats ot the community 
Yes we meet all the time when we reach a 
Certain level of discussion we look back on what 
we have done between each meeting and tha 
Previous one there is a feedback making the 
construing of a stnct ideology impossible One 


can t just sit back and relax, thinking the problem 
18 solved 


Mance Does that mean that such artiste practice 
sn t all that different from some socio-cultral 
inttatives that don't necessanly onginate from the 
arliste institution. that are not ertstically 
motwated? 


Ilić There's an overlap in the sphere of 
responsibility | think we are in some corelation 
with all those dealing with similar problems in 
varous disapines This is memlable. in fact, i think 
that s exactly what attracted us m the first place. 


Uzelac The connecting factor Is the value of co- 
operation the sharing or responsibility for the 
communtty, but this also means greater personal 
responsibility + because we include another 
aspect, another way of questioning tha norms. 
which is probably specific to artisbc subversion 


Mance [s there a specific “artiste” contribution? 


Ié It's the expenence and the way of working 
that s specific Everyone comes into these 
spheres through personal experiences - ours were 
in art This is very general, but - if politics ia about 
creating norms, if politics 18 an ongoing process of 
negotiating the norms, then we think culture 
should be tne expanding of the range of 
concervable modes of negotaton The same goes 
for certam actwittes resstances and models We 


Maun 
T 


are all engaged on the same task the eignity of 
man 


Ratković We n the civil sector feel invigorated by 
what Aleksandar calis the interface We have a 
larger and safer area of negotiation Art has 
greater power to question the norms in its 
autochtonous area, because it's assumed to be a 
field for expenment We also fee! more tree 
because that's the playful element in our deadly 
senous considerations of various practices Our 
experience comes from what Arnold Mindel calls 
deep democracy (= the practices of inclusion) + 
that's what we re chiefly interested in 


Mance Are you sure about this? Do you think 
there s no normatwity in artiste practice, that 
Culture itself isn t normative? 


Mié There's a point of view in all things norms 
and negotiations ws have a certam perception ot 
ihem- we notice what others don't see Some 
people can live in pure chaos m à polluted 
ewironment and not notice it while other people 
tend to be irntated even by small matters The 
Posi-modem practices have opened the 
possibilty of free movement between the ar 

there is no paradigm in the modarnist sense that 
would apply to everything, we now have models 
offenng a perspective of free combination These 
are also normative or course but this situation Is 
much more fluctuaiing and rases a whole 


Mé For me. the main prot 


Sunderstand 


ics in sp 


cuturalaton of pokies Things 
n the portical spl 
era of culture Th 
xcess of political normal 


olrtics, hie à host o 
ans unsolved But 


ues, such as - what are the links 

areas, what models are available 
a disadvantages 
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gS are possi 


the one hand the 


multi! cation of positions of political 
t on the other however a gnettosatlon of 


era of culture, turning artistic 


resistance nto fo f reactionary 
le of themselves. 


ion with others the willingness to learn 


that sa step in 
t lead an 


e nghi di lo one can say 
here, but the intenton's there its 


a process that can t be assigned sorne universal 
goal, but we try to change things with whatever 
resurces e lable We use lectures 
vorkshogs, discussions, to see whet other forms 
are there how It can be by-passed, how to make 
moro using the expenences that other 
Ich are different from ours Of 


course of culturalisation in it 
mpor s process 
bang manipulated That is the or 


the culturallsation guided or not Take. for insance 
the role of the foundation to imose certain ideas 
to a country or a region at as littla a cost as 
possible But one need not be dependent on any 
one foundation, one can work with multiple 


SOUN anca rather than being a hostage of 
Mance OX, E è are survva cs But 
power is not always embodied 2 


tutions such as foundations | think that there 
s no position where one does not run the risk of 
being ideologically or commercially manipulated 


Ile Yes the nsk is certainly always there for every 
artistic unit for every man for every political unt 

in every sphere. as soon as you are doing 

S ing. especaally if it s something public In 


Our projects we are trying to detect these 
mechanisms 1e exchnage expenences of 
resisting them Yet one always escapes somehow 
from Co Art into W Art rom W Art Into Co Arc 
this elusiveness is important But in the end t s 
venfication that matters At a certain point the 
process becomes visible And peopie can develop. 
an atttude At some point t inevrably starts to 
show through and it becomes ciaar who profits by 
tall This causes e further reaction But that's 
another issue. maybe Tom would be more 
qualified to clanfy this point 


Gotovac | think that the premedilated artists 
never create art This darkness of representing 
oma s own person in s certain context, the attempt 
at separation even from one's physical and social 
person, at leas: at the very start, is always an act 
of aggression of exhibitionism That's where | 
found my pals to act together with in my senior 
years - as you know, they are just staring our, 
young enthusiastic and full of strength, and their 
aupport for some of my earlier attrtudes that | still 
cling to is how shail | put it humane in a way 
Together with these young people | make à 
community that is trying to resist all that has befell 
as in our country and in the world globalisation 
against globalisation, for globalisation nationalism 
for nationakem, against nationalism We have in 
fact chosen to watch each other s back {have 
some experiences from the long gone exties. 
when the situation looked somewhat different, | 
had my fingers in many a ple around here at the 
ime and thay wouldn't have noticed ma had they 
not hed the same problems as | did | think that s 
where ivana Aleksandar and | met = i you know 
Kurosawa s samurai films - Joymbo Samjuro, and 
especially The Seven Samurai - without thes 
sympathy for the exstental souttion of one's 
problems nothing would have came of rt 


Mence Wasn't modernist arbstic provocation 
much more aggressive or at least more 
excessive in companson with the benevolent 
gestures of dialogue and exchenge of opinion, as 
precticed by Ivana and Aleksandar? 


Gotovec Well W Art Isn't exactly a benevolent 
gesture 


Mence | wasn't refernng to W Art in partcular 
but to thair other projects 


Gotovac Well why shoukin'! people be given a 
somewhat wider margin in trying to adjust their 
Ideas to society W Art from ts name to the 
excursions to Sjeme and Sljeme is where ali 
those living in Zagreb go actually implies a hidden 
datenmation to persevere | think Co Art is also 
like that in à way, both names seem to say we 
won't harm you but when you get what i's 
about you Il wonder 


Mance It was that model of radical end 
uncompromising consistency | had in mind when | 
asked if it were also a political provocation 


Gotovac Those are essential things and | m not 
good at philosophising At any rate one must 
persevere in trekking up and down the Zagreo Hilt 
discovering what everyone thinks accepted and 


accessible natur, trees, lowers grass sky 
clouds, ran, snow - and brng all that to bear on 
ihe intial question These are common things, like 
breathing, dnnking water = | think nothings 
changed in that respect, all of us, the nature 
These are the essental questons of human 
mteracton vath the worid and wih others We 
ourselves are what we interact with, even though 
we have agreed to interact with the whole word. 
ar, water tree, stone, nver brook - those can be 
found anywhere in Japan or m Amenca That's 
what we have seen in that cute film by Adoltas 
Mekas called Hallelujah the Hills - and we took 
that for the motto ot W Art 


There's another thing We've recently been to 
Japan and we discovered that the philosophy and 
art of Japan refer to the same nature we refer to 
Ws also discoverec that the genteleman of 
Gorgona were after that too | mean t wasn't that 
Gorgona discovered all that, rt appeared aready 
with Dade, surrealism Actually, to come back to 
ihe genars! issues, all artists have always used 
their Immediate givens 


Ilić tt could be said that we are always focused 
on the muals and rutines of culture We perceive 
society through roubnes m some places people 
walk faster m other siower ihe way the houses 
are built the way they treat nature These 
routines sometimes appear in artworks That s 
why the routines are Important for us 


Monce As a starting point? 


Mié — ase starting point too One can analyse 
things through routnes We understand this 
analytical dimension of our work as mode of 
essay 


Mance Can other forms of your work be 
understood in the same way - the lectures the 
Schools Are those also communication routines, 
media routines? Is it a mual activity the trying out 
of immediately available routines? 


Mi& Yes, among other things But these forms and 
mode's are also disscussions with others, an 
atampi to shift the boundanes ot percepton, to 
show that routes aren t just there that they are 
ruled m some way That's the lnk between W Art 
and Co Art in W Art the expression through. 
routine and mual is an explicit device, while in Co 
Art we emphasise the analysis of routines Not of 
Course in the banal way of looking for answers, 
but as an expansion of consciousness through. 
questioning There is also the aspect of repeating 
an event 


From the activist angle d like to say that 
Communtly Art ts aiso a supportive organisation 
We support the projects we think important. 
initiated by others and try to tum them nto an 
ongoing process We try to support the intrator by 
organising related events, even of repetibons of 
sorts, thereby creating a cribcal mass for the 
interesting themes and processes For if 
something happens only once it's as f hasn't 
happen at all We organise t again in order to 
ensure 1 happens yet another time and so on | 
think we all profit from this approach 
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Why the nawsapapers? 

Keser They re the easiest to distribute The 
apers are stil the most widespread medium 
ey Stand for opposed values first they are a 


radical provokation 
dialogue We seex the possibllibe 
ths directing with respect to othe 
towards oneself 


value end then waste And | ve always been 
gued by social values It was Important to take 
a form of expression suf simple for me to 
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Mance And the school and hop? How 


does that 


ork? 
Wi: The mitative began almost tr 
took some organising The pr 
been going for a year now, and 


e years ago t 
gramme 


seli has 
basic 


certam issues guests are m 
and workshops are organised The next 
level are the public events - for the peopl 
Interested In ert in issues of culture or politics thet 

ve can make more accessible 


The third level is for the people not interested in 
art but who run into it on the street or some other 
lace and are intngued and invited to participate 

without any aggression 


This happens weekly, and the ranga is wide, from 
suality and ert to theory and philosophy The 

jartuicipants have a background in disciplines. w 
ave students of mathematics, philosphy, 
chitecture art lt might be called nit 

as our intention. and the intere: 

at sort, SO we are constantly adjusting 

e by im he lecturers v 


Scip 


e in the Center for Pi 

ie we work with f 

institutions the Croatian Film Association and the 
MM Center on film related subjects the 
PastForward group on philosophy related 
subjects, the group WHW on art related subjects 


and the Platform for those related to actwism and 
architecture 


I'd go back to tha essay aspect of our work Apart 
from the excursions to Sjeme. the three of us also 
stage performances in various institutions, 
museums cinemas and theatres Through 
performance through physical expression we 
perform essays We call this Body-flm-essays 

The form of the essay Is not new n has been used 
from the Russian evantgarde through the French 
New Weve to this day 


Manca Do you invoke the tredition of cntical 
reflection on art? Are you closer to the analytical 
than to the activistic? 


IG | think the two are inseparable at some point, 
but we are interested in the process in real time If 
we take Elsenstein and the avantgarda we find 
the combination of ert. ectivism and social 
change Not that wa want to make e direct 
comparison the times have changed Ideologies 
are different the society has new forms We 
certemly live In a period of transition, which is not 
political but general 


Mance Isn't this contextualising of art by means 
of transition a commonplace? isn t the tendency 
of western curators to view the artistic production 
of East Europe in terms of regional political 
Conflicts rather bonng? 


Keser !t Is, but as far as group artistic practices 
ars concerned there is à difference In motivation 
The way they do it in the West, with all sorts of 
financing, i$ very different from the way It's done 
here, left to one s own devices and with no pre- 
programmed intention During Communism they 
had nothing to do here thera was no interest 
Today, when it's all seemingly mapped and e 
Curator comes looking for some imaginary art of a 
place he doesn t really know it s always the 
question whether he's ready to be surpnsed or 
has only come to confirm his prejudices Here the 
things developed spontaneously according to 
needs and necessities dictated by the context 


The co-operation between e place where there 
‘exists an organised system of Cultural production 
and this one, where such e system doesn t exist 
can be of two sorts One approach is the exotic - 
es when one constructs the Bakans and looks for 
the material to llustrate it Thetis the superficial 
primitive level leading nowhere The other is more 
promising but riddied with confusion end 
prejudice, thet s when someone comes a vision of 
the alternative He imagines that here. where the 
System of production end distribution doesn't 
exist the people have problems like those in e 
developed system looking for outlets to work in 
an active way Compatibilites are sought, 
similanties + they know the shortcomings of the 
place they come from end look for models to use 
Looking for reemblances is cartainly an 
Improvement over ermphesising differences 


Mence Isn't the knowledge of Croatian 
contemporary art also one of the reasons of this 
perception? 


Gotovac Well, it has always been and remains 


superfical We must know one thing Tito s 
Yugoslava was nor the Eastem bloc tt was 
something in between Tro and the Communist 
party were in power but we had information. 
unavailable in the East That s where Croatia, 
Serbia, Bosnia and Herzegovina, Macedonia etc , 
was diferent from the former Czechoslovakia 

East Germany, Rumania, Bulgana That was 
totally different and now they re trying to put us 
mio the same context, and | don't remember it like 
that There was certainly more information, the 
artists travelled all over the world and from the late. 
1950s it was completely diferent from the estem 
bloc From 1959 Zagreb was something totally 
different One could buy Amencan magazines, 

Life New York Times and one could develop an 
attitude The films were ehown, the music was 
played that was banned over there This certainly 
effected tha processes and the production Now 
these from the West would put us back where 
we'd never been, they don't allow a differant 
reading, other contexts and that's why Ivana and | 
are protesting when they say the Balkans using us 
as a paradigm 


Mé in such e situation only politcal subjects are 
of interest only the artists with political references, 
but even thesa are percerved only as exotic Why 
shouldn't tha peopie here be like those in Bertin, 
London, New York or Sao Paolo That is a nght, 
ust like tha nght to differ Here one can t tak of 
everyday kle without banging politics m 


Mance Well, you don't really deal n such 
Subrects 


Keser in those cases it's e project of exobc 
politicisabon, not political te it's not the subject, 
but the treatment the: matters The project tends 
towards a dry artfact, towards a construct 
Nagiechng the sophisticated processes And we 
find those processes crucial The model of cynical 
rnodernsst search with a prefabncated image 
resulted n a sanes of mispnsons A complete lack 
of sensitve cultura! translation The intemahonal 
art world has tts domains, the copynght on certain 
Subjects, and you re against this as soon as you 
Stray outside your domain. As if you re not worthy 
to deal with it, which is absurd, for the strength 
lies precisely m wandenng through the forbidden 
lemtory But one must ba responsible towards it. 


Mié After all it is true that as a Collective we have 
never been invited to eny Balkan art exhibition 
Neither W Art, nor Co Art 


Gotovac The fact that W Art is excluded by the 
people who lova the Bazar Balkans, while on the 
other hand so many avenues of communication 
have become established really speaks for self 


Keser So, you can Ive and work on your local 
hill and the world can stil understand 
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Ime kao dogadaj, kao 
sadržaj | mjesto 
Leonida Kovač 


BADco Rebro kao zeleni zdovi 
fote Igor Krpan 


Pokusar li scenski događaj naslovljen Rebro kao zelan zidov Kentifiarat: tako da ga oznacim nekim 
konvencionalnim terminom koji bx definirao njegov karakter | lime ga srryesbo u određeni koordinatni 
sustav unutar kojega konstrukcya značenja | uspostava pravila smala postaje moguća, naći cu se u 
nedoumici Na raspolaganju mi je nekoliko termina u čijem se rsferencsalnom polju nalazi pojam kazališta, 
pnmyeaca predstava, Izvedba, inscenacya, međutm Rebro kao zeleni zidovi nesvodive je na njihova 
potrošena značenja, stoga što mu se performaliv manifestira upravo u rokusranju stanja potrošenih 
značenja 


Soenski događaj Rebro kao Zeleni zidovi u kojem sudjeluju članom 1 članice grupe BADco | publika postoji 
u međuprostoru istumenog dramskog teksta | mogucnosti njegovih izvedu, u međuprostoru napisanog, 
pročitanog, izgovorenog | nezgovorenag. učinjenog 1 neucinjenog Na razinama posredovanosb, u 
šupljinama nesvodivosti pojmova mjesta | smjestenosu postojanja 1 pokretljivosti, govomm subjekata, 
Izrecivosti | pnkazivosti 


Kao promatračicu, ili u svojstvu publike, Rebro me smješia na marginu scene Ne pozornice na kojoj se 
nešto treba dogoditi mjesta na kojemu ce neki događaj bit eprezentiran vec uz rub pnzonšta, mjesta na 
kojemu se već ranije sve dogodio Rebro kao scenski dogada; doslovce djeluje «ao post scnptum | la se 
činjenica neprestano (paradoksalno) potvrđuje na razini čunosl. Svako je mjesto u prizoru vec unaprijed 
napisano, procitano, izonsano 


Jedno od pitanja koje se gledajući | slušajući nameće moglo bi gast gdje se događa dijalog 
protagonista Gulvera Sina i Stnjelca u kojemu među ostalim poput istmotrva čujem rečenicu "Mogli smo 
biti obitelj"? Nadaje radi se ovdje uopće o djalogu ih slušam solilokvae koji Se na nekam mjesima 
presijecaju? Iz didaskalije napisane u dramskom tekstu moguce je u funkciji mjesta događanja identficirah 
tamnicu Tamnica kao mjesto događanja ilı protagonistica? Didaskalja to nje učmila jasnim 


U scenskom je događaju pnzonšte definirano posredstvom dvju konfiguracija predmeta smjestenih na 
nasuprotne pozicije s jedne strane mikrofoni na stalcima 1 zvučnici - ukratko, razglas s druge stajaća 
sobna lampa s platnenim senom 1 pad mom boca vna čaše 1 knjiga Ivane Sajko u kojo je objavljen 
tekst drame Rebro kao zeleni zidow Scenska rekvzita? Scenografija? Opis scene doslovce? Žene kraj 
prozora revolvera špijunk na zidovima tanjura juhe | kriške kruha koje navodi didaskalija - na scena 
nema Dok publika ulazi ı smješta se uz rub scene tz razglasa dopre žamor glasovi koji nešto govore 
izgovaraju možda tekst komm je proizvedeni događaj koji bi se na scene uskoro trebao upnzomi Kada? 
Moze li se sa sigurnošću tvrditi da u trenutku dok publika uaz 1 smjesta se uz rub scene predstava vec 
nije započela? Neki od izvođača sjede ili nalakcen: leže ood lampom ispiajuca no Sto ce bm 
predstavljeno? Spikerski glas koji dopire iz razglasa razgovetno obznanjuje "Ivana Sajko Rebro kao 
zeleni zidovi Ime autonce 1 naslov djela il ime kao naslov ili jednostavno replika" jedna među mnogima 
u tekstun dramskog događanja Ime kao događaj kao sadrzaj i mesto Ime kao repika imenu Oca 
konotiranome dijalogom Gulvera Sina 1 Strielca koj u Rebru postoji na razni potencsalnoga. "Mog! smo 
bih obitelj "izgovara Stnjelac 


"Mogli smo™ odgovara Guiver Sin. a jedan od zvodaca izgovara teksi didaskalje koji glasi “Bez obzira 
dak se u nscenac; konsie ddaskalije, ova replika predstavlja zadnju zgovorenu rečenicu" | tu je pra 
kraj A gdje (oj je početak? 


Početak dramskog teksta didaskalyom koju inscanacya ne upnzorug, all a izvedbom čini prisutnom, 
upisuje monolog, ri točnije govor bez odgovora žene zazidane u prozoru One koja čaka Gulvera Sina 
Ljubavnca ši majka. ljubavnica | maka? Bezimena, no personficrana kao Didaskalja - ona koja 
određuje pocetak : kraj "bez obzira da ! se u mnscenaciji konstia” 


li smo brt obitej” U referancyainom polju iskaza koji tezimirajuci sarkazam odnosa protagonista 
drame Rebro kao zeleni zidovi održava razomu tenziju, prepoznajem reprazentaciju edipovske matnce 
prema kojoj se, povijesno | Kulturaino događa ns samo proces konstitucije govornog subjekte odnosno 
strukturacya želje, već | konstrukcije pojma realteta 


Suprotstevljajući edipovskoj strukturaciji želje koncepciju 2eleóe proizvodnje Deleuze i Guattan u svom 
kapralnom djelu Ant-Edip pišu "Zato, kad nas pozivaju de nadidemo jednu pojednostevljujuću 

koncepciju Edipa zasnovanu na roditeljskim slikama da bismo definiral: simboličke funkcije u jednoj 
struktun uzalud se ono tradicionalno tata-mama zamjenjuje jednom 'unkojom - majkom, jednom 
lunkcijom-ocem mi ne vidimo Sto se time dobiva osim što se utemeljuje univerzalnost Edipa s onu stranu 
promjenjvosti sika. š*o se Želja još čvršće povezuje sa zakonom ı zabranom | do kraja sprovodi proces 


Deleuze Fólk -Edip Izdavačka kn edipizacye nesvjesnog "! Elaborirajući povjesne procese potiskivanja "2eieóe proizvodnje" konstetiraju da 
Stono sk Kareva: 1990 p 68 je posao socjusa kodiranje želje i straha, strepnje od dekodiranih tokova ? Po njima t» želja bila stroj : 
2 bd s pnpadala poreiku prozvodnje 2 svaka b prozvodnja bia istodobno želeća i društvena, pri čemu nema 
a - želacih strojeva izvan društvenih strojeva koje on: formiraju u velikim razmjenma, | nema društvenih 
à E strojeva bez želećih kog ih nastanjuju u malim razmjenma Deleuze i Guattan reprezentaciju vide kao 
‘od sir 23 reprasiju - potiskivanje želeća proizvodnje? pn čemu je zelja proizvođač koji proizvodi ono stvarno Ona je 


'skup pasivnih sinteza koje strojno povezuju percijalne objekte tokove i tijela i koja funkcioniraju kao 

prozvodne jedinice Stvarnost iz njih prostjeće one je rezultat pasivnih sinteza želje kao autoproizvodnje 
nesvjesnog. Želji ne nedostaje ništa njoj ne nedostaje njezin objekt Prije bi se moglo reći da subjekt 
'edostaje zeli, ili da zeli nedostaje postojani subjekt a postojan: subjekt postoji jedino uslijed represije' * 


me Ivane Sajko Rebro kao zeleni zidovi očituje se upravo u poništavanju 
Ne radi se ovde o reprezentaciji smisla proizvedenog dramskim tekstom, 
g Tojanost subjekta na sceni je učinjena stvarnom, a raprasija octom Tko je 

: Strelac, a iko Guler Sin? Koji od petonce? Tko govon, a iko odgovara? NI jedan od izvođača ne 


77) 
WE 


tumači ulogu jer izgovorsni tekst ı učinjene kretnje postoje ovdje u funkc 
Ne izgovaraju se riječi slučajno u mikrofon, | prenose putem razgiasa 
nalik iturajskom tekstu Proglasu Zakonu 


dekompazicy 
e, pnje no 


pojma uloge 
kama, postaju 


Nye na odmet zapitati se što izvedoa Rebra čini u odnosu s tekstom Rebra? Rekla bih da se i sama 
tekstualizira smještajući se u kontekst posredovanosti, a posredovanost jesi tehnologija proizvodnje 
stvarnosti || preciznija stvarnost je učinak reprezentacyskih praksi Rebro kao zeleni zidovi scenskom 
izvedbom ukazuje na razliku između govoriti i razgovarat Replike zapisane u dramskom tekstu brvaju 
izgovorene (u mikrofon), šeteči koji se kraću u krug - razgovaraju uključujući u svoje kretanje koje jest 
razgovor 1 nekoga iz publike Primjence, ako u grčkoj tragediji kor govoreći posreduje između publike | 
značenja u smislu usvajanja značenja, točnije usvajanja Imana Oca, funkcja razgovora šetača u zvedbr 
Rebra očituje se u rekontekstualizaciji dramskog teksta koja osporava yerodostomost svakog ranije 
proizvedenog značenja Jer, svako je značenje site specific - određeno poaicriom s koje se govon o 
onome o čemu se govon To o čemu se govor, ili ako hoćemo objekt reorezentacie promjenjivo je s 
Obzirom na svoju povijesnost Prisustvovala sam civjame izvedbama Rebra jednoj u zgradi bivše tvomce 
drugoj među zidinama nekadašnje karantene Tamnice? U kontekstu dijaloga Stnjelca | Guirvera Sina 
upisujući vlastito Iskustvo, šetači su raspravljali o značenjima tih mjesta Pojam mjesta tako posteje 
značenjskim ekvrvalentom pomu dramskog teksta No što je tekst? 


Po Barthesu tekst je proizvodnost To ne znači da je to proizvod rada [kao što je bio potreban za tehniku 
naracije ili majstorstvo stila), nego pravo popnšte proizvodnje. gdje se sastaju prozvođač : čitalac teksta, 
tekst "radi" u svakom trenutku i s koje god mu strane prstupik Čak kada je napisan (fksran) on ne 
prestaje redih zadržavajući proces prozvodnje Tekst radi Što? Jezik. On dekonstrura jezik komuniciranja, 
pradstavijanja ih zraza (gdje individuaini ili kolektivni subjekt mazda ma šuziju da nešto oponaša ii da se 
izražava) te rekonstrui jezik, opsežan bez dna ili površine jer njegov prostor nije prostor figure, slike 
okvira nego stereografski prostor kombinatorne igre koji je neograničen kada čovjek napusti granice 
tekuće komunikacija ipodlozan općem načinu mišljenja, "doksi*) 1 narativne ili diskurzivne 

vjerodostojnosti € 


A Rebro kao zeleni zidovi u izvedbi BADco upravo to čini, demonstnrajući cinjenicu kako sva 
komunikacija u osnovi nije drugo doli pasini soenan 


5 Roland Barinas “Teoda O tekstu Republika 9 10 1986 
p 1102 
E Jean Baudrilard Prozrnosi zla u Simulacya | zbija 


Naklada Jesenski ı Turk / Hrvatsko sogološko dručtva 
2001 po 170-171 


420- 
121 


The Name as 
an Event, as The 
Content and The Place 


by Leonida Kovač 


BADco RibCage 
pholo Igor Krpan 


If try to identny tha stage event entitled FibCage using a converitona! lerm that would define its 
character and thus positon it within the tramework of some system which makes possible Ihe 
construction or meaning and the rules of sense | am perplexed | have al my disposal several terms the 
referential scope of which includes theatre performance, production, staging but PibCage remains 
Irreducible to ther dispensible meanings because its performetve manifests nself in focusing on the state 
ot dispensible meaning 


Tha stage event AibCage thal the members of BADco and Ihe audience partake ot, exists in the area 
between the eponymous text and its possible performances, in the in-between area of ths written, read 
sad and unsaid done and not done On the levels of mediation in the cremces of irreducibility of the 
concepts ot place and situstedness existence and motility spesiang subjects expressibility and 
representabilty 


As a spectator, or e membar oi the audience, FibCage puts me at the margin of the stage Not the stage 
on which something Is about to occur, the place where some avant is about to be represenied, but at 
Ihe edge of a scenic arsa, e ste where everything has already taken place As e stage event FibCage 
funclions as a post scrotum and this fact is incessantly (paradoxically) confirmed on the auditory level 
Every place In the scene has always already been wntten read erased 


One of the questions that come to mind might refer to where does the dialogue ot Gulliver Son and The 
Shooter take place, the exchange In which the phrase “We coud have been a family” :s an important 
letmotf? Moreover i$ this realty e dialogue or am | listening to soltoquies that ocassonaliy smterrupt each 
Other? From the stage direclion in the text one can identify the dungeon as the place of achon The 
dungeon as a place, or as a protagonist? This is not specified in the stage direction 


In tha stage event the scenic area is defined by means of two configurations of objects placed opposite 
each other on the one hand microphones and loudspeakers - in short. sound equipment, on Ihe othe” 
a lamp with a shade and underneath il a bottle ot wine glasses and Ihe book by Ivana Sajko Including 
the pley RibCage Props? Set design? A literal description of the stage? The woman by the window, the 
revolver the peep holes In Ihe walls the plate of soup and the shoe ot bread indocated in the stage 
directions - none of this is on stage As ihe members oi the audience enter and take their seat by the 
edge of the stage a murmur comes from ihe loudspeakers - voces speskng indistinctly - perhaps 
speaking the Ines of the text that produced the event that should be staged any moment When exactly? 
Can it be ascertained that in the moment when tne members of the audience enter and take ther seat 
by the edge of tne stage the performance has not already begun? Some of the performers are seated 
soma lie beneath the lamp sipping wine What is about to be performed? The voice from the epeaker 
says In the manner of an announcer "Ivana Sako RibCage " The name of the author and the trlle of the 
work or the name as the litle, or simply a Ine of dialogue - one among many m the texture of the 
dramatic event The name as an event as tha content and the place The name as a rejoinder to the 
Name of the Father implied In the exchange between Gulliver Junior and the Shooter, existing on the level 
ot potentiality n the RibCage “We could have been family” - says the Shooter 


"We could have” replies Gullver Junior, as one of the perionmers speaks the following stage direcbon 
"Regardless of whether the production uses stage directions or not this rs the last spoken sentence.” 


1 Gilos Deleuze 
nica Zarana Sx 
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And thus the story ends And where did 


lo the stage direction the production does not stage, but 
Jue, or more precisely a speech without a reply, of the 
ulliver Junior A lover or a mother, or both lover and 

we Direction - she marks the beginning and the end, 


The beginning of the text, whicr 
makes it present m performan 

o the vandow Shi 
ess. but personified as the St 
ether “he producbon uses” 


"We could have been fam 2 e summing up the sarcasm of 
the relationship between the characters of RbCage, reflects uctive tension, | recognise a 
representation of the Oedipal m: S not only the process of the constitution, hlstoncally 
and culturally, of the speaking subject, 14 the structuration of desire but the construction of the notion of 
reality as wei 


E 


atr which 


In contrast to the Oedipal structuration of desire, Deleuze and Guattan propose the concept of deslnng- 
production, stating in ther seminal work Anti-Oedipus. 


Therefore, when we are asked to forgo a certam simplifying concept of Oedipus based on parental 
images in order to define the symbolic functions in a structure It is futile to replace the traditional father 
mother by a mother-funcbon, a father-function, we do not see that anything is ganed in ths. except that 
& universality of Oedipus 18 being founded beyond the mutability of Images binding desire even faster 
to the law and prohibihon and completaing the process of Oedipalisafion of the unconscious ' 
Baboratng the hstoncal processes of repression of "desiring-production," they conclude that the task of 
the socus is to encode desire and fear the anxiety of decoded flows ? According to their analysis desire 
s a machine and belongs to the order of production, every production being simultaneously desinng and 
socal and there are thus no desi r nes outside social machines they form on a grand scale, 
there are likewise no socia! mact ut the desinng ones that inhabit them on a small scale 
Deleuze and Guatlar see reprezent as repression - the surpression of desinng production 3 desire 
bang the producer producing the real It ss ai semblage of passive syntheses linking partial objects 
flows and bodies, and functor lucbon The res! denves from them itis the r 
passive syntheses of desire as the sell-producton of the conscious. Desire lacks not! 
lack its object It :s rather the subjekt that desire tacks, or that desire lacks a stable subject and à 
subject can only be brought about by repression * 
The peformatiove of the production of Ivana Sajka's RibCage is to be found precisely in the abolition of 


the category of the stable subject We are not dealing with a representation of sense produced by the 
xl, but with a presence The instability of the subject on stage has been made real and the repression 


obvious Who is the Shooter who Is Guliver Junior? Who among the five? Who speaks and who replias? 
None of the performers is Interpreting a role. for the spoken text and the performed movements are used 
hero in order to decompose the very notion of role The words ars spoken into ihe microphone and from 
the speakers for a good reason Thus rather than lines of dialogue tney become more like a Inurgical 
text A proclamation A law 


So, what is it that a performance of FibCage does to the text of RibCage? | would say t 
texluaiised being placed in the context of mediabon, mediation bang technology of the production of the 
real Or, more precisely, the real is the effect of representational practices. The performance of RbCage 
stages the difference between speaking | talking The Ines of dialogue are beng spoken (into a 
microphone) the walkers moving in a circle talk - including an occasional member of the audience in their 
movement which is talk For example, if n Greek tragedy the chorus mediates between the audience 
and meaning in the sense of the adoption of meaning more precisely of the adoption of the Name of the 
Father the function of the talk of the walkers m the performance of RioCage manifests tself in the 
recontextualisarion of the texi contesting the authenticity of every previously produced meaning For, 
every meaning is sita specific defined by the position from which thal which is spoken about is being 
spoken What is being spoken about, or the object of representation, if you like iS Changeable with 
respect to its historicity 1 have attended two performances of RbCage one in a disused factory the 
other within the walls of a former quarantine A dungeon? In the context of the exchange between the 
Shooter and Gulliver Junior the walkers discussed t ing of these places ins¢nbing their own 
experlence in the text The notion of place becomes the meaning equivalent of the notion of the text 
Then again what is a text? 


According to Barthes, text is production This does not mean tt is a product of labour (as it had to be for 
Narrative technique or styistc mastery), but the very site of production, where the producer and the 
reader meet the text "works" at every Moment and no matter from where we approach 


When rt is written (fixed), it never ceases to work sustaining the process of producbon The text works 
What does t work with? Language It deconstructs the language of communication, representation or 
expression {where the individual or collective subject perhaps has the illusion of imitating or expressing 
something) and reconstructs this language vast bottomless and without surface because its space S 
not the space of a figure image, frame but the stersographic space of combinatory play, whichis 
unbounded once we abandon the borders of actual imunication (subject to the general manner of 
‘thinking, the 'doxa") and narative or discursive authenticity $ A 


And that's exactly what RibCage performed by BADco does demonstrating ihe fact that al Naki 
communication 18 but a compuisive scnpt = 20 


5 Roland Barthes Teunjao cksti" Rem BI 2 O 1986 
p 1102 
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LEĆE 
Razgovor s WaxFactory 


WaxFactory je medunarodna skupina umjetnika posvecenih istraživanju 
raznolikih oblika performansa. Suosnivači Dion Doulis, Erika Latta | Ivan 
Talyanéic temelje vlastite projekte na nekonvencionalnoj naraciji, iznimno 
vizualnom | fizičkom pristupu, ekspenmentiranju novim tehnologijama te 
site-specific radovima. Posvečeni su timskom radu s multidiscipinarnim 
umjetnicima 1 međunarodnoj suradnji. Njihove produkcije su prikazivane u 
brojnim prostorima | na festivalima u New Yorku kao 1 širom Europe 


{M = Tanja Weingartner nezavisni kustos 
() = Ivan Taljančić umjetnički ko - diraktor, Waxfactory 
(E) = Enka Latta, umjetnička ko - diraktonca, Waxfactory 


Prevela Mirna Herman 


v 


(T) Zašto ste ustanovili Waxfectory? 


(lj Company je proizišla rz naše suradnja koja je počela još u studentskim danima. Zapravo smo sa 
našli madusobno Jer smo shvatili da imamo slično promišljanja | senzibiitat u radu Radimo u kaza- 
lištu ali nismo kazališni umjatnici u tradicionalnom smislu Zanimaju nas razni oblici umjetnost: 1 
kako se oni mogu povazivati u parformativnom Kada radimo na novom projektu radimo sa sum 
elementima dizajna 1 parformansa, pn čemu pokušavamo ostati pnliéno ‘strog’ i precizni Privlači 
nas i suradnja s umjatnicima koji ne dolaza nužno iz kazališta Oni uvijek unose nešto novo, otvaraju 
nova vrata | prostora za nove idaje Upravo nas je taj interes za istrazivanje različitih ideja u isto vri- 
jama | povezao Paralalno smo došli 1 do tog otknca 


(T) Otkrili sta da jadnako gledata na umjetnost, a da pri tome niste nužno jedni drugima pa 
tako ni svojim surednicima, odradili fikane uloge 


(I) Upravo je vjerovanje u demokratičnost različitih oblika umjetnosti ono što čini performans |, kada 
se radi na performansu, ponekad izvođač, rijeći th tekst postaju najvažniji element U sljedecem 
trenutku, možda, način na koj ja svjatlo usmjereno na glumca govor puno više nego sam tekst Ili 
recimo zvuk koji vam daje puno više informacija od slika, itd 


(T) Je Il to Jedan od vaših ciljeva, vaša filozofija? Činjenica de ne postoji hijerarhije između 
različitih oblike umjetnosti - najprije tekst, onda svjetlo pe. 


(E) Mislim da to datinitivno proizlazi iz sustava kop ja uspostavljen u SAD-u gdje postoj značana 
podyallanost na razne odjele Čak ı u školama uvijek postop neki oblik separacije Zapravo, mi radi- 
mo sto Zbog čega umjetnik koji radi instalacije ne bi mogao surađivati na performansu th radit u 
kazalištu? Na neki način mi otvaramo nove prostore kop bi se mogli dalje razvijati s performenma 
Npr dramski pisac piše tekst, ali njegova svrha nya da tekst samo ostane mrtvo slovo na papiru 
Bas kao | instalacija, | tekst se može podići na višu razinu 

Nas više zanima sinteza raznih oblika Naravno ponekad, ovisno o tome što sa radi npr ako je to 
Heiner Muller, način na koji to radimo sam po sebi teži takvom pnstupu Mislim da ja jako dobro što 
nas company ima tn umjetnicka direktora Tako da ako recimo Ivan radi na nekom projektu svi se 
ukljucujamo | pomažemo mu dajemo mu podrsku. Ako na projektu radi Dion, company se potpuno 
preusmjarava | u tom slučaju možda uopće necemo koristiti tehnologiju ih video art Ih, ako ja radim 
neki projekt, možda cemo se više baviti pokretom Unatoč tome što su takvi pomaci unutar com- 
pany uobičajeni, uvijak ostaje odredana estetika koja ja trajna - način rada koji je uvijek vizualno vrlo 
određen | fizički jako zahtjevan 

Pojavljuje se mala opasnost u odnosu na to kako ljudi doživljavaju takav rad jer možda jednom vide 
nesto što smo napravili misle da je to jedini mogući način Recimo, kod slikara možere pratiti kako 
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se umjetnost mijenja od jedne do druga slika a da nešto možda, pn tome ostaje stalno 
Mislim da je to ono zanimljivo o našem companyju - uvijek ostaje blizak kazalištu ali odjednom 
moglo bi se reci poželimo raditi 1 na filmu Onda se fokusiremo ne to 


lli, radimo performanse na ulici, (ll postevimo evente po cijeloj zgradi, pa se publika mora 
kretati uokolo 


(T) Možete li nam nešto reci o tome kako so vaš pristup mijenja u odnosu na neke od 
vaših recentnijih projekata? Na pnmjer, QUARTETv2.0, LADYFROMTHESEA | LE JARDIN 
AVEUGLE? 


{l) Ono što je zanimljivo reći za ta tn projekta jest to da ilustnraju ono što je Enka upravo objesni- 
8 Što se tiče načina svaki projekt može imati sasvim drugačiju formu 

Započet cu s predstavom QUARTETV2 0 koja je popnlično komorna Nešto što se može postavi 
ti u jednom vel kom prostoru Mislim da je ono što taj komad čini neobičnim uprevo način na koji 
smo kombinirali razne elemente Na instalaciji smo suredivah sa arhitektom, a modne dizajnenca, 
koja se prije nikad nje bavila performansom, redila je kostime, tako da su ti umjetnici stvarno unl- 
jel jednu novu perspektivu | drugačije razumijevanje predstave Osim toga, U ovoj smo predstavi 
puno vise koristili razne tehnofagye Na neki naćin uspjelo nam je stvori suodnos tehnologije 1 
izvođača što je naš rad podiglo na jednu drugu raznu Na sceni je pravi izvođač (što Je nerevno, 
tradicionalnya 1 više kazališna ideje), e uz to tu su i kamere koje sve prate ! dio su cjelokupne 
instalacije te pnkazuju izvodeče na vrlo kinematografski način pri čemu su izvođači toga vrlo 
svjesni 


(E) Izvođenju se moreš prilagoditi više s kazališna strane kada se priblizavas publici - keda si 
Ispred kamere više naginješ izvođenju za kamaru Takav pomak izvodeči čine tijekom cijele pred- 
stave 


fi) Još jedan konceptualan izazov odnosi se na činjenicu da su izvođači stalno pnkopčani na 
bezična mikrofone pn čemu se digitalno manipulira njihovim glasom Na taj način | vokalni rad 
postaje jako važan, što je naišlo na puno feedbacka od strane publike 1 novinara - kako glas 
moze funkcionirati u predstavi kao maska, kao nešto što se transformira 1 čime je potrebno raditi 
na stvaranju drugog ika 

Još jedan neobičan element u predstavi je način na koji se upotreba prostora inkorponrala u rad 
na predstavi sto je ujedno 1 glavni razlog zbog kojeg je nazivamo instalacijskim performansom To 
Je zapravo instalacija koju oživljavaju izvođači Dizaynirana je tako da je sama po sebi samod- 
ostatna vrsta prostora. To rye scenografije Scenografija je čitavo kazalište, ono je are nsta- 
lacya koja može biti postavljena u bilo koji prostor 


(E) Čak u prostonma s temperaturom ispod nule! (smyeh} 


(I) - 1, ovisno o vrsti prostora u kojem se predstava izvodi, dolazi do promjene Tako je QUARTET 
do sada bio izvođen u velikom galenjskom prostoru (Centar za medijske umjetnosti u New Yorku) 
1 staroj rimsko; palaci 


(T) Gdje? 


() U Splitu gdje smo bih okruzen! stanm stupovima | arkadama što je, zapravo, bio zgodan kon 
trast našem steninom | futunstiškom setu. 


(E) Izvodili smo je : u granatranom hotelu u Dubrovniku što je dalo jedan apokaliptični dojam koji 
je vise u skladu nego u kontrastu s predstavom To su samo neki pnmjen Treba nešto reci 1 o 
LADYFROMTHESEA koja je potpuno drugačije osmišljena 


(T) Dakla, znatna je razlika u tome što QUARTET v2.0 ima samo dva glumca, jednu kutiju i 
što moža putovati od zemlje do zamlja? 


(I) To je potpun set zapravo, instalacija koja je sama po sebi dovoljna dok je LADYFROMTHE- 
SEA predstava koja je vrlo određena mjestom izvedbe Do neke mjere se isto može reći i za 
QUARTET jer Je glavna namjera 1 bila postavljati je na netradicionalnim mjestima, pa se tako stal- 
no mijenja, ovisno o mjestu izvedbe No, ono što je vrlo specrtiéno za LADYFROMTHESEA je 
činjenica da je pokretačka energije cljele predstave bila same njena nadogradnja Radi se o pred- 
stavi koja se izvodi u ogromnom kompleksu zgrada (koje su prije pripadale jednoj staroj tvornici 
konzervi u Brooklynu NY) ru nekoliko vanjskih i unutrasnjih lokacija u sklopu kompleksa, pa gov- 
ormo o 12-14 različitih Instalacija koje čine ukupno djelo Neke od instalacija baziraju se samo 
na dizajnu, što znači video. glazba, svjetlo u kombinaciji s arhitekturom zgrade, a drugs se osla- 
nau na izvođače Nit vodilja predstave je način na koji se izvođači dizajn | tehnologija mogu 
steviti u interakciju sa zadanom arhitekturom Čitava predstave Je o tome kako uspostaviti dijalog 
S nečim što već postoji pa je, sama po sebi, to predstava koja ovisi o prostoru No, ona je zan- 
imljva | zbog drugačijeg odnosa s publikom, koji je ovdje sasvim poseban jer u LADYFROMTHE- 
SEA publika ime punu slobodu po svojoj volji kretati se među instalacijama Gledatelji na početku 
dobiju plan zgrade 6 unutar zgrada postoje znakovi koji im daju razne mogucnosti tako da sami 
biraju kojim ce se putem kretati Za to imaju koliko god m je vremena potrebno Na neki način 
m pružamo slobodu nadogradnje vlastite naracije - svoje vlastite pnce Ništa nje nametnuto 
Predstava se, isto tako, lako može prilagoditi drugim velikim zgradema u cijelom svijetu to plam- 
ramo nastaviti raditi 1 u buducnosti 


(E) Mislim da je, baš kao | u svakom drugom kazalištu, važno pokazati suradnju među umjetnici- 
ma Naposljetku Ivan je režirao te dvije predstave i ono što radi svaki dobar režiser je Spajanje 
svih ideja | onda njihovo kanaliziranje putem svoje vizije Narevno, ta se vizija proširuje suradnjom 
Tako, na neki način svaki put kada igramo predstavu pokazujemo suradnju s tim umjetnicima 
Poneked je to neravnomjerno, pa sa našto ističe više od nečega drugog Zadatak režisera je 
pokušati sve uklopiti Sate | sate provodimo tražeći krajolik koji je Kohezivan. Mislim da to dobro 
funkcionira u LADYFROMTHESEA : u QUARTETU jer je sve filtnrano uglavnom kroz nas troje 
Filtnreno je kroz nas u svakom, pa ı najmanjem detalju čak i u izvedbi Mislim, što se tiče 
Izvedbe da tu umjetnik mora biti četiri ill pet puta senzitivrij jer se ne nalazi u uobičajenoj situaci- 
1 A na glumcima je još puno toga više Onl se moraju probiti kroz tehnologiju, visjeti sa požarnog 
izlaza na deset metara od zemlje dok pada kiša Za to je potreban senzibilitet, alı i fizička 
snaga | to je dio osobitosti ove dvije predstave zanimanja 29 suradnju s umjetnicima koji ne 
moraju nužno dolaziti iz kazališta Svi zajedno smo se otvoru u odnosu na 'bsenovu “Damu sa 
mora , ili se otvonli prema Heineru Mulleru lako je on sam po sebi vrlo otvoren 


(1) ı otvare se 

Nadovezat ću sa na ono što je rekla Enka - s obzirom da je očito da je suradnje ključna tema 
ovog razgovora ili zasigurno njegova glavne nit. dekle jeden od naših interesa u companyyu je 
da ne surađujemo samo nas troje međusobno već ı s drugim ljudima U našoj suradnji s drugim 
ljudima postoji nešto vrlo specifično što ima veze sa činjemcom da uvijek postoji režiser Dakle, 
režiser započinje predstavu 1 kasnije je to kao teća unurar koje se ideje drže na jednom mjestu 
Međutim, mi ne namečemo idee, postavljamo puno pitanja | od ljudi s kojima surađujemo jako 
puno očekujemo Na našim probama nećete doživjeti da se glumcu naređuje što treba ciniti 
Vidjet ćete kako glumci sami stvaraju svoj materija! na temelju ideja koje su dobili it od rezisera ih 
od ima Ponekad impulsi dolaze i od drugih ljudi, a posao režisera je da ih na neki način fokusira 
ll da osigura da se njihov rad zadrži unutar vizije, no svatko stvara 


(E) Što drugima deje osjecaj da 1 oni posjeduju taj rad 


(8 Nakon toga se radi montaža Svatko stvara svoj izvorni materijal, svatko stvara ‘sirovi materyal’ 
kojim se kasnije koristimo 


(T) Vaša vrsta suradnje je posebno zenimljiva s obzirom da često izvodita u stranim zem- 
ljama Gdje ste sve gostovali ı koje su razlike od mjesta do mjesta? Kakva je suradnja u 

tim zemljama? Postoje li određene nacionalne osobine : jeste li stekli neka iskustva koja 
su vas obogatila 1 koja ste sa sobom donijeli u SAD? 
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(E) Treća predstava koju ste navali, LE JARDIN AVEUGLE, popniéno se razlikuje od prve dvje jer 
smo surađivali s francuskom skupinom Begat Theatre Kada nas je pozvale direktorica Karin 
Holmstrom imala je ideju de radimo po romanu Janet Frame pod nazivom “Mirisni vrtovi za slijepe“ 
Izradie je nacrte | dizajn artutektura te napisala sinopsis predstave prije nago što smo počeli raditi 
na projektu Kada nam je dala ta; matenjal Dion ja smo ga dosta promijenili, ali smo doste ideja 
1 zadržali Begat je grupa kop se bav: uličnim Kazalistem rade vani ı obožavsju kada se predsteve 
igraju ne ulici, na otvoranom | kada ne moraju biti unutar kazališta u kojem se mora sjedili | nešto 
gledat: Tako je došla na Ideju de se postave četin scene, pri čemu je publike na nogama i u 
pokretu jer se radnja odvija u krugu od 360 stupnjeve | teko smo s njima redili zajedno tri četiri 
mjeseca u Francuskoj U to vrjeme nisam znala niti jednu jedinu riječ francuskog a morala sam 
režirati Morala sam se služiti sum mogucim tjelesnim pokretima de bih to uspjela odraditi 
Nekoliko mjeseci smo radili s glumcima dok je tekst bio u pnpremi, a nakon toga smo imali 
probe vani što je bilo dosta teško jer je poljana na kojoj smo radili bia na nizbrdici, pa smo 
scenografiju morali sel Predstava je jako dobro primijena 1 igrala je posvuda u Europi 
Gostovals je u Češkoj, Dubrovniku, Španjolskoj, Francuskoj, iši smo s njom ne Serdiniju | 
nadamo se da ćemo je dovesti ı u SAD Ovog ćemo je ljete ponovno postaviti | prevesti na 
engleski, bit će to francusko-engleske verzija predsteve To je bio velik izazov, posebno suradnja 
s francuskim glumcima koji stalno puše 1 rade pauze što je potpuno obratno od načina na koji 
funkconira naš company Mi smo, znate jako strogi morala sam se naviknuti na drugaciji 
način rada s glumcima što je no neki način jako poučno, nečemu te nauči Nauči te opuštanju | 
lezernosti. Mislim da su | oru nešto naučil - upravo ova skupina glumaca, ne bih htjela pretjerivati 
1 reći Svi glumci u Francuskoj Ali, mislim da mi imamo drugačije viđenje discipline ili onoga što 
disciplina jest | zbog čega Je ona važna, ne samo da bi sa nametala 

Nekoliko glumaca u companyju su bili umjetnici, dvoje su bili nevjerojatni vizualni umjetnici. pa su 
radik na scenografij 1 rekviziti Išli smo po buvlacima, prekrojili staru poštansku torbu u hlače 
Karin među ostalim radi | prekrasne kostime, pa je spojila sve elemente zajedno | sve ih zašila 
Njen suprug Philippe Laliard, koji je takoder jedan od osnivača Begat Theatra, Izradio nam je 
cijelu čeličnu konstrukciju kuća | pokretne dijelove scenografije kao što su autobus 1 ogromna 
stolce koja je bila potrebna za lik doktora Philippe, tehnički direktor companyja, uz to Je 1 nev- 
jerqyatan izumitelj Zajedno radimo na idejama 1 onda th on razrađuje | otknva kako postaviti svjet- 
lo na neuobičajena mjesta, pokretne celične konstrukcije ih npr avionska krila za lik koji se s 
njima mora kretati na stulama Dok trepneš okom, on to napravi Uvijek mu govorim da bi svoje 
radove za predstavu trebao negdje izložiti Toliko su ljep: sami po sebi Stvarno je užitak raditi za 
company poput Begat Theatra u kojem se jako puno ljubav: i paznje pridaje detaljima 

Na neki način bio je to idealan brak našeg osjećaja za vizuelno | suradnju Nama je oduvijek bilo 
jako važno surađivati s ljudima iz drugih zemalja Međunarodne razmjene su uvijek jako zanimljive 
1 ponekad uopće ne možeš ni zamisiti što te čeka. 

To je opet postalo jeko važno dok smo radili na CLEANSED, Sarah Kane u Sloveniji Radili smo s 
lokalnim glumcima, ja sam, uz Ivana, bila jedini američki član ekipe Ai, tako se upoznaju divne 
osobe koji mogu postati budući suradnici a pnlagodava se i različitim stlovima Način nye bitan 
Jer svi žele isto  znati gdje ulaze | gde izlaze Shvatià da je svjet malen jer se svi bave istim 
pitanjima, samo na drugačiji način 

fi) Misim da je to teško, ali 1 izazovno jer ulaziš u kulturu koja nije tvoja Važno je reći kada govo- 


nmo o suradnji, da smo tjekom rada zajedno vec doś | do svojih 'prečaca' Mislim da je to Sto 
nam nas rad čini tako uzbudijvim činjenica da više uopce ne moramo puno razgovarati ne mora 
se puno toga reci Ponekad bi Erika samo rekla "Da, znam' : stvarno bi se pokazalo da zna što 
razmišljam | da Joj ne moram objasnjavati 


(E) li možda ja tebi dajem neku ideju | pazi! 


(I) Upravo tako, ili obratno — 1 onda naviknuti na takav način rada dođemo u neku drugu zemlju 1 
odjednom moramo postati oprezni zbog cega radimo još više To je također 1 onaj element koji 
nas rad čini zanimljivim jer se stalno moramo mijenjati Od judi s kopma radimo isto tako tražimo 
da se mijenjaju pri čemu se i mi mijenjamo Itako se nađemo negdje na pola puta Kada smo olli 
u Sloveniji, slično onomu što je Enka isoncala za Francusku, suočili smo se s drugom vrstom 
ocekivanja u odnosu na to što bi gluma trebali raditi, ili na kog način = li što se od njih očekuje 
na probama pa smo morali naci neki srednji put Također ono po čemu se CLEANSED razlikuje 
od sve tri predstave o kojima smo do sad pničali jest to da je trećina predstave filmski snimljena 
Volim o toj predstavi razmišljati kao o hibridu između kina | kazališta jer su u njoj čitave scene 
snimljene unaprijed | nakon toga projicirane na scam Onda se u sljedecoj sceni pojavljuju isti 
glumci ah igraju uživo Tako se razvija još jedna vrst zanimljive dinamike 


(E) Na Istu temu retrospektivno, promatrajući isti rad može se otkni da ono Sto se vidi pniično 
sliči jeziku filmske kamere - montiranje, fading, brzi rezovi 


() Zapravo dosta toga ovisi o montaži. Mislim da to nije nešto što svjesno promišljamo, ali naš je 
senzibilitet definitivno filmski Kao što : Enka rekla, dinamika na sceni je vrlo slična fimu- odjed- 
nom rez ili blackout, i fade out 


(E) U LE JARDIN AVEUGLE-u publika je bila Imperativ, drugo lice predstava A to je zanimljivo. 
Moraš im usmjeriti pogled ali isto “ako moraš naći što oni žele vidjeti 
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FOCUSING LENSE 


Conversation with WaxFactory 


WaxFactory is an international group of artists dedicated to exploring a 
multiplicity of theatrical visions. Its founding members Dion Doulis, Enka 
Latta and Ivan Talyanaig have based their approach on unconventional nar- 
rative styles, visual and physical ngor, technological experimentation and 
site-specific work. They are dedicated to ensemble work and international 
exchange. Their work has been seen extensively in New York as well as 
internationally at numerous venues and festivals in Europe. 


(T) = Tanja Waingartner, Ph D , independent curator 
(} = Ivan Talyanéic, artistic co-director, WaxFactory 
(E) = Enka Latta, amstic co-director, WaxFactory 


VU 


(T) Why did you found Waxfactory? 


(lj The roots of the company stem from our collaboration, whch stared in graduate school We 
actually found each other, because we ultimately discovered a likerninded sensibility about the 
work Yes, we work in theatre out we are not really theatre people in the most traditional sense 
of the word We are interested in many different art forms and how they come together in a per- 
formative event When we develop new work we are working with all the design and perform- 
ence elements, trying to be very ngorous and precise We are also drawn to working with the 
ertsts who are not necessanly working in the theatre field They have something new to bang, 
they open doors and creste spece for new ideas And it was that interest in explonng all these 
different idees at the same time that brought us together We discovered that simultaneously 


(T) You discovered that you had the same outlook towards art, not necessarily assigning 
fixed roles to each other and your collaborators, 


{I} It was just this beliet in a democracy between all the different art forms that come together in a 
performance And that when you create a piece, sometimes the performer the words or the text 
Is the most important thing In the next moment, maybe the way the light hits tha actor ss much 
more eloquent than the text, or the actors' movement might be more eloquent Or, the sound is 
giving you more informaiton than the image and so on 


(T) Is that one of your goals - your philosophy? That there is no hierarchy between the dif- 
ferent art forms - first the text, then the lighting, then...? 


(E) E think that definitely stems from the system that is set up in the United States, where you 
have a lot ot division between departments -- even in schools, there is always a separation 
Ultimately, we are doing the same thing Why can t mstallation designers collaborate with per- 
formance or theater? In a way, they are creating landscapes that could be elevated with the per 
formers For example as a playwnght you provide the text, but it is not meant to stay on the 
page Like an installation, you can elevate it to another level 
Our work ts more about a synthesis of forms And of course, sometimes, depending on what the 
show Is if you are doing Heiner Muller the way we are dong it tends to lend Itse'f to this 
approach What | want to say about the company is, that it is great that we have three artistic 
directors So, If Ivan is doing a project, we all get in on his vision and help hm = support him it 
Dion is doing a project, the make up of the company shifts completely, we might noi use any 
technology or video Or if am doing a project, we might be doing more wath movement 
White this kind of shifting is present within the company there is a certam aestheitc that ts steady 
the work is always visually ngorous and physically demanding 
There is also a little bit of the danger in how people may be percemng the work, because they 


might see one prece and think this is just the only path you toka But as an artist, say, if you iook 
at a painter - hopefully, you can see how the painting becomas different from one work to the 
next, and something perhaps stays steady between them 

| think that 1s what's interesting about this company -- that it stays around the theater but all of à 
sudden ws might say, we want to do film And we kind of focus on that 


{q} Or, we do a prece that is performed out in the street, or we stage events throughout an 
entre building and the audience moves around 


(T) Gan you address how your approach shifts through the perspective of some recent 
piecas? For example, QUARTET v2.0, LADYFROMTHESEA and LE JARDIN AVEUGLE? 


4) 1 think what is interesting in taking about these three pieces, is. that they illustrate what Enka, 
was talking about In terms of how in a way each project could take on a completely different 
form Starting with something like QUARTET v2 0, which is very much a chamber piece 
Something thet is contained can be contained in one large space But i think that what makes 
this piece unusual is the way in which we combined the elements We worked with an architect 
to create the instaliation design, we worked with a fashion designer, who wasn't necessary 
somebody who was working in the theater before but brought in this really fresh perspective 
and understanding to the piece It is also perhaps the piece in which the technology was more 
heavily used than before But in a way, what we were developing was a dance between the 
technology and the performers, and how they work together to bring this work to a different 
level You have side by side a live performer (which is a more traditional and theatrical idea, of 
course) and then you have these survaliance cameras, which are part of the whole installation 
and they capture the mage of the performers in a very cinematogrephic way, and the performers 
are of course aware of that 


(E) You have to adjust to performing more on a theatncal side when you shift towards the audi 
ence - and then when you are in front of the cameras you are performing for the camera - the 
actors have to do this kind of shifting throughout the performance 


(I) Another conceptual challenge is that you have the performers who are on wireless micro- 
phones dunng the whole show and ther voice is digitally manipulated ~ in this way the vocal 
work becomes really important, which is actually something that came up in a lot of the press 
and audience feedback - how the voce functioned as a mask in the piece - something that 
transforms and that you have to work through io become a different character 

Another unusua! e'ement m the prece is how the use of space was incorporated in the making of 
it, which is why we call it an installation performance ft is actually an installation in and of itself 
but the performers make it alive And it is designed in a way in which it is a completely self-suffi- 
cent kind of space It ıs not a theater set The set is the whole theater it is an arena ~ it can 
really be placed into any kind of space 


(E Even in freezing temperatures! (laughs) 


(l) and depending on the kind of space you perform m it changes so m the course of 
QUARTET s life so far, we performed in a very large gallery (New York Center tor Media Arts in 
New York), and we performed it in an ancient roman castle 


(T) Where was that? 


(I) In Split, Croatia - surrounded with ancient columns and arches — a rice contras: to the set, 
which Is very stenle and futunstic 


(E) Then, we penormed it na bombed-out hotel in Dubrovnik, which gave it a completely apoca- 
lyptic feeling, which is more in sync with the prece rather than in contrast So you know, these 
are afew examples — To than move on to LADYFROMTHESEA, which is a completely opposite 
idea - 


(T) So the big difference is that QUARTET v2.0 only has two actors, a box, which can be 
moved to different countnes? 


(D It is a contamed set, but it is e self-sufficient set or instellation, whereas LADYFROMTHESEA is 
very site-specific To a ceran extent, QUARTET is also a site-specific piece, because it was 
intended to be presented in non-traditional performance spaces, so it changes every time, 
depending on the site But what is very idiosyncratic about LADYFROMTHESEA ts that the impe- 
tus for the whole piece was the building itself It is a proce that Is performed in a very large build- 
Ing complex (onginally created at the Old Amencan Can Factory in Brooklyn, New York) and in 
several indoor and outdoor locations within the complex, there are between 12 and 14 different 
installetions tha: compnse the whole piece Some of the mstailations are purely design based, 
meaning video, sound, light, combined with the architecture of the buiding, and the other half is 
with performers And the constant thread in the piece is in how the performers, the design, and 
the technology we used interact with the existing architecture The whole pecs is about creating 
e dialog with something that is already there so It is inherently is a site-specific piece But 
another thing thet makes it interesting is that the relationship with the audience is completely dif- 
ferent, because in LADYFROMTHESEA, tha audience has a complete freedom to move around 
through tha installations in any order that they want They are given a map of the building, there 
15 Signage throughout the building, that leads them, suggests where they might go, but uitmately 
the choice is theirs And they can spend as much time as they want, or es little time in each or 
the installations And so ultimately ina way you give them the freedom 10 buid ther own narra- 
tive - their own story It is not Imposed And also, the piece can be adapted to other large build- 
Ings around the world - which is something we are thinking ebout pursuing in the future. 


(E) Also, | think that — just like in any theater, you are showing a collaboration between artists 
So, in the end, Ivan on those two pieces was directing - and what any good director does is edit 
these ideas and then channels them through his vision And of course that vision becomes 
expanded by the colleboration 

So In a way, each time we present e prece, rt is e display of collaborations with those artists 
Sometimes it may be uneven, in that something shines through more or less And what the 
director does, is to try and fit rt all in We spend meticulous hours trying to get that landscape to 
be cohesive And | think m LADYFROMTHESEA and in QUARTET that works well, because it's 
filtered mainly through the three of us It ts filtered through us on every httle detal even with per- 
forming | think, performing wise, you have to be four or five times more aware or sensitive, 
because you ere not in a normal situation. And the actors have a lot more on tap of them They 
have to cut through the technology they have to cut through hanging off a fire escape, 30 feet 
up and ft is raining You have to be really sensitive but also very strong to get past that That s 
also about those two pieces the interest in collaborating with artist that maybe are not neces- 
sanly in the theater, we are collectively opening our minds on Ibsen's Lady from the Sea, or 
opening our mind to Heiner Muller Though Hener Miller's mind is very open 


() And opening 

Adding on to what Erika sad since the collaboration is ostensibly the topic or the thread of this 
conversation - is that one of our interests in the company 's not just between the three of us, but 
also working with other people There is somethmg very specific about the way we collaborate 
with people and that has to do with the fact that there always is a director there is always one, 
or the three of us, or a couple of us, who instigate the piece. and this is ike a lens, a focusing 
lens, through which the ideas are kept consistent, but we don't come into the room and impose 
ideas, we ask a lot ot questions and we expect a iot from the people we collaborate with In our 
rehearsal, you don't see a performer who is just told what to da. You see performers actually 
generating matena! based on channels of ideas that are provided by ihe director or the team 
Sometimes the impulses come from those other people. and rt is the job ot the director to kind 
ot focus or make sure that the work stays within the vision, but everybody ts creating 
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(©) Wich enables you to feel lika you own the work as well 
(f) Than, the works gets edited Everybody creates the source maternal, everybody creatas the 


“raw footage" that we are going to use to use this cinamatic term 


(T) This kind of collaboration is particularly interesting considering thet you have per- 
Tormed extensively In different countries. Where have you performed ond what where the 
differences? How has the collaborating been different from one country to another? Are 
there any national specifics or are there ony enriching experiences, whlch you brought 
back to the States? 


(E) Well, LE JARDIN AVEUGLE, which is the third piece you mentioned, is very differant from the 
earlier two in that we collaborated with a French company, Begat Theatar, based near Marsellle 
When tha head of the company Kann Hoimstróm, called us, sha had this Idea to work on a 
Janet Frame novel Scented Gardens For The Blind -- she did tha sketches and the architectural 
design, and te the synopsis of the piece before we went to work on the projact When she 
gave it to Dion and |, we changed a lot of things, but also kept a iot of the set ideas Begat is a 
street theater company, working outside and their lova is to heve thaater on the street, to have 
open spaces, to not have it be in a theater where you have to sit and watch something So sha 
created this idea, where there are four set pieces, the audience is on Its feet and moves, since 
the action takes place 360 degrees around them So we worked with tham for three or four 

nonths in France | didn t speak a word of French at tha tima and | had to direct i needed to 
usa al! my body movement to direct 

Ne trained with the actors for severa! months while the senpt was bang developed and then we 
rehearsed in e field which was difficut because the field was cn a slope and we were pushing 
the set pieces through this field This piece was very well received and was performed through- 
out Europe It was in the Czech Republic, it want to Dubrovnik, it performed in Spain France, 
Sardinia and we hopa to bring ft to the Unitad States as wall 
This su ve are going to remount it and translate it into English - a French-English version It 
was very challenging. but nonetheless intaresting to work with the French actors They are 
always smoking and taking breaks - completely opposite to tha way our company works Which 
Is, you know, very ngcrous — | had to get used to a different way of daaling with the actors and 
In a way it opans your mind, It teaches you something to take it easy and lat go a little bit And 
also it taught them something - this particular group, | don't want to say all the actors in France 
But I think that we got a different sense of discipline - or what discipline is, and why you want to 
have it - not just to impose 
Several actors in the company were artists, two were incredibla visual artists, so they worked on 
the props and sets. Karin and | worked for hours on the costumes Wa want to the flea market 
changing an old postman's sack into pants Kann is also an incredible seamstress and she then 
put f tha alements we found and sewed tham together Kann's husband Philippe Latiard 
who ts also a founding member of Begat Theater built the antire steel structures of the houses 
and the moving pieces of the show which are the bus, and giant char for the character of the 
doctor Phillppe who is the technical director of the company is a spectacular inventor as well 
You can collaborate on ideas and then he works on them and figures out how to install lights in 


strange places, moving steel pieces, or airplane wings for a character who has to move with 
them on stlits and he weids them -ogether m a blink of an eye | am always telling hm he has to 
exhibit his creations for the shows he does They are thet beautiful on their own It is a joy to 
work with another company like Sagat Theater who put a great amount of love into the detans 
In e way it was a perfect marnage between our visual sense and the collaboration between two 
compenies It nas always been very important for us to collaborate with people trom other coun 
tnes International exchanges are always a great interest - and sometimes you don't know what 
to expect 

This was again essential when we worked on Sarah Kane s CLEANSED in Slovenia. We worked 
with locel actors | wes the only actor from here and Ivan + but you get to know beautiful people 
who might become future collaborators, and adjusting to the dirferent styles in a way doesn't 
matter because everybody's looking at the same thing - how do | enter, how do | exii?? The 
world becomes very small, obviously - when you are struggling with the same issues in diferent 
ways 


{I} | think it 1s also difficult end it is challenging, because you are going to a culture that is not your 
own and of course - speeking ebout collaboration - when we work with each other, we have 
developed a shorthand | think it is one thing that always makes it very exciting for us to work 
with each other, because we don't heve to talk, we don't have to speak Sometimes Enka will 
Just say Huh- i know’ and she knows what | em thinking about and | don't seem to have to tell 
her 


(E) Or! am giving you an idea - cerefull 


() exactly, or the other way around. And then obviously we come with this kind of shorthand 
Into enother country end ell of e sudden we have to be on our toes, which of course makes us 
work harder It is also what makes the work interesting, because we have to chenge We are 
asking the people that we are working with to change, but we also have to change - we have to 
meet them somewhere In the middie When we were in Slovena. smilarty to what Enka was say- 
Ing about France there Is e different sense of what aciors ere expected to do, or how or what 
i$ expected of them in rehearsal and so we had to find some middle ground there Also the thing 
that mede CLEANSED different, In a yet another way it was different from all the other three 
pieces we talked about, in that a third of the play was shot on film 

| like to think about this piece as a hybrid between cinema and theater, because you actually 
heve entire scenes which were shot ahead of time and projected onto the set. - and then the 
next scene is with the same actors but they are performing live So there you create another 
Interesting dynamic 


(E) On the seme theme n retrospect, when you look back, the same work - you can discover 
that whet we ere looking at rs e lot hke looking through the onematographer's lens -- fading, 
editing, cutting to the next scene abruptly at times 


{I} It is basically very much ebout the montage | don't think it is something we consciously think 
about, but definitely the sensibility we have is crmemetographic. Like Enka was saying - the 
dynamics on the stage are very much smiler to that in the cinema - you have a jump cut or you 
have black outs or fade outs 


(E) At LE JARDIN AVEUGLE the audience was really imperative, the audience was another arm 
of the performance And that is Interesting - you have to direct their eye, but also you have io 
look at what they want to see 


Distributivna pravda 


Razgovor s Andrejom Ki ilinaié 
Razgovarala: Nataša Ilić 
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Rad Andreje Kulunčić karaktenzira pomak umjetničke aktivnosti od izražavanja neograničene 
kreativnosti k stvaranju novih modela društvenosti | komunikacijskih situacija, zanimanje ze 
društveno relevantne teme suočavanje s različit publikama i kolektivna suradnja u kojoj se u 
umjetničkom radu preklapaju orgamzacyski poslovi t kreativno izražavanje Prvi projekt Andreje 
Kulunčič u kojem su te taktike razvijene bro je projekt ‘Zatvorena zbilja - embryo’, ostvaren od 
1998 do 2000 godine To je multiciscipiinarn: umjetnički projekt koji na ekspenmentalan način 
istražuje implikacije genetskog inZenjennga Projekt je realiziran kao mteraktivna Intemet stranica u 
nekoliko razvojnih faza prezentirana galenjsla, kao 1 nizom predavanja, prezentacija, razgovora 1 
sučeljavanja u različitim institucijama umjetničkih, obrazovnih, feminisiékh : znanstvenih usm- 
jerenja Ponovno je rječ o pokušaju artikulacije važnog društvenog pitanja u sučeljavanju $ 
različitim javnostima (akademskim, aktmstičkim, stručnim), preispitvanju edukacijskih mogućnosti 
umjetnosti, o energy: timskog rada 1 hibndnom organizacijskom modelu koj se jednako utemeljuje 
u svjetu umjetnosti kao ! u prostoru aktvizma : građanskog organiziranja 

Ta svojstva obilježavaju i najnoviji multidisciplinar projekt Andreje Kulunčić, 'Distributivna prav- 
da’ koji se bavi pitanjima pravednosti raspodjele dobara unutar zajednice Ponovno se projekt 
ostvaruje kao mnteraktvni rad na Intemetu, serja predavanja, diskusija 1 prezentacija 1 različiti oblici 
galenjskog predstavkanja, no u ovom projektu čije se trajanje vremenski određuje od 2001 do 
2003 jasno se artikulra | ambicija razvijanja u trajno otvorem forum 


NI: Kako se razvijao projekt 'Distnbutivne pravde'? 

AK: Distnbutivna pravda Je muitidiscipinarni projekt, što znači da su ga radit ljudi različitih profe- 
sija, iz područja znanosti, umjetnosti | tehnologije Što se tiče umjetničke strane kao voditeljica 
projekta osmislila sam okvir unutar kojeg se drugi ljudi kreću Teonjsko polaziste za projekt 
osmišljeno je u srpnju 2000 , kada smo Gabnjela Sabol, Tomislav Janovic 1 ja počeli razmišljati o 
ovom projektu, koji bi se nastavio na dva prethodna projekta Također sam puno razgovarala $ 
Nevenom Tudor, koja mi je puno pomogla oko organizacijskih segmenata projekta | prikupljanju 
sredstava 


Prvi od tih pnjašnih projekata je projekt 
‘Zatvorena zbilja < embryo’ koji se bavio 
genetskim inženjenngom ali je imao istu 
metodologiju kao | projekt Distnbutivna prav- 
da 

Istu metodologiju konstii smo 1 za projekt 
Distnbutivna pravda , a u njemu smo razvili 
temu iz mog rada 'Nama 1908 zapostenika, 
15 robnih kuca' iz 2000 U tom sam radu 
dotaknula problem socijalne pravda odnosno 
napravde, koji je postao sradisnja tema novog 
Projakta 

Projekt postoji 1 živi od kolovoza 2001, kada 
smo postavili stranicu na Intematu Projekt se 
sastoji od tn formalno odvojana djala dio na 
Internetu (u virtualnom prostoru), instalacija u 
galenji (u stvarnom prostoru) | rasprava Nakon 
što smo postavili stranicu na Intarnetu počeli 
su se pnkuplat rezultati | nastajala je baza 
podataka, koju popunjavaju gledatelj u 
različitim zemljama u kojima razvijamo istraži- 
vanja 

U Tonnu na Bijenalu mladih u travnju 2002 
vidjeli smo da orojekt dobro funkcionira u 
prostoru instalacije Vec na otvorenju izložbe 
dobili smo 100 ispunjenih upitnika Sto ja bilo 
zaista neočekivano uspješno Nakon toga zla- 
gali smo na Documant: 11 u Kasselu, t za tri 
mjeseca trajanja izložba više od 4000 ljudi je 
odigralo igre 1 700 ispunjenih on-line uprtnika, 
a oko 3000 ispunilo ja tiskani uprtnik, što su 
fantastična broke 

Nakon Documanta Ivo Martnovic 1 ja bil smo 
u Australiji, u Sydnayu u prostoru koji sa zove 
Art Spaca 1 nudi studijska boravke za umjet- 
nike, gdje su nas pozval: da radimo istraživan- 
Je U Australiji smo napravili 7 intarvjua, koji su 
nam bili vrlo zanimljivi jer su govorili o problem- 
atici Australije, koja je nama jako dalaka i o 
kojoj stvarno malo znamo Nakon Documente 
projekt je kao instalacija predstavljen na izložbi 
Plus Ultra u Kunstraumu u Innsbrucku, a poz- 
vani smo bili : na studijski boravak u Walker Art 
Center u Minneapolisu Tamo sam s vom 
Martinovicem | skupinom filozofa | poltologa iz 
Minneapolisa radila na novom dijelu projekta, 
Distnbutiva Justice / Amenca ına novoj ign 
na Internetu Projekt sa bavi pitanjem kako 
Amenkanci vide problema raspodjele dobara u 
Amenci u odnosu na poglad ne-Amenkanaca, 
1 uskoro će biti predstavljen na Intametu 


NJ: Kako projekt funkcionira kao galenjska 
instalacija? 

AK Projekt ukupno ima 10 dijelova, od kojih 
Svaki funkcionira i zasebno 1 donekle drugačije 
pnstupa temi distnbutivna pravde Galenjski 
postav osmišljen je tako da u prostoru postoje 
točke među kojima se gledatelj krece, a svaka 
točka nosi jedan dio projekta Kada uđe u 
prostor instalacije, gledateljima prilazi asistent 
Koji ih usmjerava | pomaze im snaci se. Vilo 
nam je vazan 1 dizajn cijelog projekta za koji 
smo htjeli da bude prlagoden konsniku 1 jed 
nostavan za uporabu 

Ponekad izlazem sve dijelove projekta, a 
ponekad samo dio Usredotocim se ih samo 
na intervjue, ili na teonju, na igre, na statstku 


na podatke Cijeli rad je tako smišljen da uw 
jek moze runkcionirati : kao cjelina | u odvojen 
im djelovima Rad ne postoj bez gledatelja 
potpuno je vezan za sudjetovanje publike 1 za 
mane ja najvece pitanje bilo kako gledatelju 
pnbliziti temu, omogućiti mu da shvati projekt 
u nekih 10-15 minuta koliko posjetitelji obicno 
provedu u prostoru 


Ni: Kako ste konceptualizirali problematiku 
distnbutivne pravde tako da je gledatei; 
može usvojiti u kratkom vremenu? 

AK: Krenuli smo oo toga da postaji subrektiv- 
na 1 objektivna strana socyalne pravde Jedno 
ja objektivna teoma. postavili smo socio- 
ekonomsku mapu na kojoj pokazujemo bruto- 
nacionalna dohodak, smrtnost dojenčadi 
očekrvanu životnu dob i pismenost Sto su 
egzaktni i objektivni podaci, ali imamo 1 sub- 
jektrvne pokazarelja disinbutvne pravde, na 
primjer, kroz intervjue koje radimo u sum zeml- 
jama u kojima radimo istraživanje Postavijamo 
uvjek iste pitanja, koja se svoda na to da od 
sugovornika doznamo kako je zbilja živjeti u 
Švedskoj, Danskoj, Hrvatskoj il Australiji Na 
primjer postavljamo pitanja kao što su mislite 
li da ja društvo u kojem živite pravedno, zašio 
tako mislite, mislila 1 da ste svoje potencijale 
uspjeli u tom društvu ostvant ako da, je li vam 
to omogucilo društvo ili sta sami za to 
zaslužni, znate li neko društvo koje vam sa čini 
pravednye, što biste voljeli da u vašoj zemlji 
ide u nekom drugom smjeru kakve sta prom- 
jene uočili u posljednjih 20 godina, ida ir 
situacija na bolje ili na gore 1 tome slično 
Uvjek pokušavamo razgovarati s istim profilom 
kudi u raznim sredinama, umirovijenicima, stu- 
dentima, filozofima novinanma umjetnicima ih 
kustosima, pravnicima td Zatim podatke 
usporedujemo 

Sociološki upitnik je također vrlo zanimljiv Po 
završetku izložbe obicno dobijemo dvije sto- 
tina ispunjenih upitnika, što je neki prosjek Te 
upnike sociolozi obrađuju, a statistike 
vraćamo na Intemet Sto omogucava uspored- 
bu, kako unutar te jedne skupina, tako 1 
usporedbu među različitim skupinama 
Distributivna pravde je teška tema : judima se 
ne da razgovarati u galeny o toma jesu li 
pravedni, žrve lı u pravednom društvu | kako 
vide pravdu 

Zato su osmišljene igre Nisu io prave igre s 
akcyama ništa slično tipičnim kompjutorskim 
igrama Riječ je više o upitniku složenom u 
formi igre Prva se igra zove 'Krerrarte društvo 
po vlastitoj želj" : u njoj igrač raspodjeljuje šest 
zajedničkih dobara. Zajedničkih dobara u 
društvu ma puno, ali mi smo odabrali onh 6 
koji SU nam se činili najzanimijiiji za objašnjen 
te problematike pravde ı to su novac položaj 
u društvu. zadovoljstva. sloboda, javne usluge 
1 mogucnosti Zadatak igraca je da ih raspod- 
jelu skladu s oram što misli da je pravedno a 
Opcije su na primjer, svakome jednako, 
svakome orema potrebama. Ili samo onome 
tko ie zaradio na slobodnom iržištu Na kraju 
igre igrač dobije rezultat kojem je društvu 
najbliži ibertanjanizmu, egalitanzmu komu 


nizmu, drzavi blagostanja itd 

Druga igra pokazuje igraču kojoj je teonji dis 
tributrvne pravde najbliži Sasvim je drugacije 
procitati teonju | opredijeliti se za nju, nego 
dodjeljivati dobra u ign dajuci od seba Pitanja 
koja postavljamo stavljaju igrača u polozaj u 
kojem mora dati nešto od sabe kako bi stvono 
drustvo po svojoj zamisli Upravo se o tome 
radi - vidjeti koliko smo stvarno spremni dati 
drugome od sabe 


Ni Vrlo zanimljivim elementom 
‘Distributivne pravde’ čini mi se nastojanje 
da projekt preraste u trajnu platformu, u 
kojoj bi se zanteresirani pojedinci mogli 
nastaviti baviti problematikom | nakon 
završetka projekta. 

AK: Jedan od glavnih ciljeva projekta je da 
proces na bude gotov sa završetkom izložba 
Na pamyar, bitan, koji u svakom broju 
obraduja neku drugu temu, jedan ja od tih 
dijelova kojl bi mogao opstati | bez projakta 
Zato nam je ove godine cilj provasti istraživanja 
u što više zemalja kako bismo upoznali juda 
zamteresirane za daljnju suradnju na projaktu 
Zato imamo forume | mejling listu, što nam 
omogucava da održavamo kontakta 

Namjara nam ja isto tako ostvanti kontakta s 
nevladinim organizacijama u inozemstvu, na 
toliko na Zapadu koliko nas zanima auropski 
istok, Azija, Afnka, Argentina, 'problamatičnije' 
zamije S nima bi htjah dalja razvijati Internet 
Portal, na kojem bi prija svaga studanti, asis- 
tenti, profeson, teoretičari, obrađivali prob- 
lematiku socijelna pravda, pretvorbe, tranzicije, 
1 nudili altematvne modela koji bi možda 
funkcionirali u nekoj zamlji iii kulturi To ja, 
zapravo, naki širi plan 1 projekt se pomalo 
razvija u tom smjeru, te se nadam da ća po 
isteku 2003 natko imati sluha na samo nas- 
tav projakt, nego 1 uložiti sredstva To bi se 
događalo potpuno izvan svijeta umjetnosti 
Umyatnost je tu samo pomogla kako bi pružila 
bazu, stvonla osnove, povezala ljude, ponudila 
okvir 

Naravno, za mene kao umjetnicu izložba u 
galeni jest proizvod, ali za ljuda kop u projektu 
sudjeluju to nije razlog zbog kojeg sudjeluju Tu 
vidim svoju ulogu ! ulogu umjatnosti - ponuditi 
platformu, okvir za sva ta ljude da se osjecaju 
dobro | da se mogu baviti onim čime se bave 1 
mače al u jednom drugačijem sklopu, na neki 
način puno slobodnija Nitko od nas ne vjeruja 
da možemo promijeniti ii napraviti nesto 
veliko, ah važna je sama ta platforma, posve 
neutralna, koja nije ni politička, ni aktvistička, 
koja nije nikako obojena ali je za svakoga tu! 
svatko na njoj može naći svoje mjesto ako želi 
sudjelovati 

Valja shvatiti da 'Dsstrbutvna pravda“ nije znanstveni 
projekt. Bez obzra kolko smo se trudili da sve 
bude objektivno ı točno. propusta ma | znanstveni 
krterii nisu do kraja zadovoljeni, no bez toga ne br 
bio moguce pnbizih se galerjskoj postava: 1 publici 
Ali nije ru bio cii stvori znanstveni proekt, nego 
zarteresirati pubiku bez obara na njihovo pred 
znanje, otvoru pitanja. prepoznali | povezati ljude 
zanteresrrane za temu, pokrenuti raspravu 


» 
D 


E 


Distributive 
Justice 


An Interview with Andreja Kulunčic 
Interviewed by Nataša Ilic 


Originally publishea in the catalogue lor Andrea Kulunisé a 
exciton m gallery PM Zagreb 


Andreje Kulunčić's work charactenzes the shift 
of art actiity from the expressing of imrtless 
creativity towards the creation of new mode's 
Of sociebility and communcetional situations, 
interest for socially relevant themes, confronta- 
tion with a wide range of public audiences and 
collective cooperation in which the artistic work 
overlaps with the organzational activities and 
creabve expression The first project by 
Andreja Kulunčić, where these tactics were 
developed, was the project "Closed Reality - 
Embryo", realzed between 1998 and 2000 
This is e multidisciphnary project that explores, 
in an expenmental way the implications of 
genetic engneenng The project was realzed 
as an interactive Internet web page throug 
several developmental phases and presented 
in e galiery-like fashion, along with e senes of 
lectures, presentations. discussions and con- 
frontabons in venous art, educational, feminist, 
and academic institutions What ss at the core 
of this particular project is the attempt to artic- 
ulete important social issues in confrontation 
with diflenng public spheres (academie, 
activist. expert), re-examining the educational 
possibles of art, the energy of team work 
and e hybnd organizatonal model which is 
equally grounded in the wortd of ert as in the 
space of activism and civil organization 

These charactensbics also mark the more 
recent mufidiscipiinary project by Andreja 
Kulunčic - "Distnbutiwe Justice” - which looks 
et the question of justice in the distribution of 
common goods within a community Again, 
this is a project that was realized as an interac- 


five work on the Intenet with e series of lec- 
tures, discussions and preseniations and van- 
ous forms of gallery representation, but also as 
a project with a set time-frame between 2001- 
2003, where the ambition to develop it into a 
permanent open forum was clearly articulated 


Ni: How did the project “Distributive 
Justice" develop? 

AK: "Disinbuta Justice is a multidisciplinary 
project, which means that people from various 
professions were involved, including those from 
the fields of science, art and technology As far 
as the art side goes, es the project leader | 
came up with the rramework that was used by 
the other members The theoretical basis of 
the project was worked out in July 2000, when 
Gabnjela Sabol, Tomislav Janović and | began 
to think about this new project, which wouid 
continue from two previous projects | also had 
many discussions with Nevena Tudor who was 
very helpful with the orgenizationel segments 
and fundraising for the project 

The first of these previous projects was the 
project “Closed Reality - Embryo” which 
explored genetic engineering but which made 
use of the seme methodology as the project 
“Distributive Justics’ We used this same 
methodology for the project "Distnbutive 
Justice” and within the project itself we further 
developed tha theme from my work "Nama 
1908 employees 15 department stores” real- 
ized in 2000 In that work, | touched upon the 
problem of sociel justice that is, Injustice, 
which beceme the central theme of the new 
project 

This project exists from August 2001 when we 
leunched the web page on the Internet The 
project consists of three formally divided parts 
the part available on the Internet (in virtual 
space), the instailetion in a gallery (in real 
space), and discussions After we uploaded 
the web page onto the Internet the gathenng 
of results began and e database wes set up, 
which is augmented by viewers in the vanous 
countries in which we are developing the 
research 

At tha Youth Biennale n Tonno in April 2002, 
we saw that the project functioned well within 
the spece of the installation At the very open- 
ing of the exhibit. we received 100 filled-out 
questionnaires, which was a truly unexpectecly 
successful feat Following that showing, we 
exhibited et Documenta 11 in Kassel, and in 
the three-month duration of the exhibit more 
than 4000 people pleyed the games, 1700 
filled out the on-line questionnaires end 
around 3000 people filled out the pnnted ques- 
tionnaire, which are all quite fantastic numbers 
After the Documenta show, Ivo Martinovic and 
1 had an exhibition in Sydney Australia In a 
place called the Art Space Gallery which offers 
residency programs for artists and where we 
were invited to carry out our research In 
Australia, we conducted 7 interviews, which 
were very interesting because they touched on 
Australian issues, which to us is a very distant 
country and about which we know very little. 
Following Documenta the project wes present- 


ed as an installation at the Plus Ultra exhibition. 
in Kunstraum in Innsbruck, and we were also 
invited to a residency program at the Walker 
Art Center in Minneapolis Whits there together 
with Ivo Martinovic and a group ot philoso- 
phers and political scientists from Minneapolis, 
1 worked on a new segment ot the project 
"Distnbutive Justice / Amenca' and on a new 
game for the internet This part of the project. 
looks at the issue ot how Amencarss see the 
problems of distnbution ot goods in USA in 
relation to the views of non-Amencans, and 
this will soon be presented on the Interner 


NI: How does the project function as a 
gallery installation? 

AK: Tho project has o total of 10 segments, ot 
which every part functions on ite own end hes 
a somewhat different approach to the theme of 
distributive justice The gallery instailetion is set 
up so that there are points in the space 
between which the viewers move tarough, and 
every point cames one segment of the project 
When first entenng the space of the installa- 
tion, the viewers ere met and greeted by an 
assistant who directs them and helps them 
find their bearings What is also important to us 
18 the overall design of the project, which we 
wanted to be adapted to the viewer and sim- 
ple to use 

Sometimes | exhibit all the segments ot the 
project, and sometimes only a section | focus 
either on the interviews, or on the theory, the 
games, the stetistics, the deta The whole 
work 1s conceptualized so that it can always 
function both as a unit and in its separate 
parts The work does not exist without the 
viewers, end it is completely linked to audience 
participation, and for me, the greatest question 
wes how to bnng the theme cioser to the view- 
er, to allow the viewer to understand the proj- 
ectin the 10-15 minutes that viewers normally 
spend in the space 


NI. How did you conceptualize the issue of 
distnbutive justice so that viewers can 
absorb it within a short penod of time? 

AK. We started off from the notion thet there is 
6 subjective and objective side to sociel justice 
On the one hand there is objective theory, here 
We set up e socio-economic map, on which 
we show the GNI (gross-netional-income), 
infent mortelity rate, expected life expectancy. 
and literacy which ere ali exact and objective 
facts but we also have subjective indicators 
for distnbutive justice for example through the 
intermews conducted in all the countnes in 
which we are carrying out the research We 
always pose the same questions wich all 
come down to finding out from the intervewee 
what It Is really like to live in Sweden. Denmark, 
Croatia or Australia For example, we ask 
questions such as do you think that the socie- 
ty you live in 18 just? why do you think that?, 
do you think you have been able to realize your 
potentat in that society? if yes, did society 
help you in this regard or are you yourself 
responsible for this?, do you know of any soc: 
ety which seems more just than yours? what 


would you like io see go in another direchon in 
your country? what kind of changes have you 
nobced in the last 20 years?, is the situation 
heading towards something better or some 
thing worse, and similar 

We akvays try to conduct inteniews and talk io 
people of the same profile in various environ- 
ments such as pensioners, students, philoso- 
phers. joumaiists, artists or Curators, lawyers 
etc We then compare the data 

The social questionnaire iS also very interest- 
mg By tha end ot the exhibition, we usually 
receive some two hundred filled-out question- 
nares, which is about the average These 
questionnarres are then analyzed by socioio- 
gists and the statistics are returned to the 
Internet, which then allows for a companson 
both within one group and a comparison 
between various groups 

Distnbutive justice is a fairly difficult theme and 
people are not incined to discuss whether they 
are just, do they Inve in a just society how they 
enson justce in a gallery It is tor this rea- 
son that the games were conceived. They are 
not real games with action, nothing close to 
typical computer games Rather they are more 
about questionnares set up in the form of a 
game The first game is called ' Create o socie- 
ty by your own standards" where tha player 
distributes six common goods There are many 
common goods in society, but we selected 
those 6 which we thought would be most 
Interesting tor explaining the theme of justice 
and these were money, social status, satisfac- 
tron, freedom, public services, and possibilities 
The player's task is to distnbuts them n accor- 
dance with what they think is gust, and the 
options are 16 , equally to ell to those accord- 
Ing to need, or only to those who earned 1 on 
the free market At the end of the game, the 
player obtains a result indicating to which soci- 
ety they most closely belong - libertarianism, 
egaktaransm, communism welfare state, etc 
The second game shows the player to which 
theory ot distnburive justice they ere closest It 
15 completely different to read the theory and 
comm yourself to t than to distribute goods 
in à game, giving t your all The questions that 
we pose place the player in a positon in which 
they have to give something of themselves in 
order to create a just society as they see rt 
This 18 what is at the core of this garne - To see 
how much were are really ready to give to 
another from ourselves 


NE An interesting element of the 
“Distnbutive Justice” project is the staving 
towards making the project grow into a per- 
manent platform, in which interested indi- 
viduals could continue to be invotved in 
these issues even after the project's con- 
clusion. 

AK: One of the main goals ot the project ts that 
the process itself does not conclude with the 
end ot the project For example, the newslet'er, 
which addresses a different theme m every 
issus, I$ one of those parts which could surve 
on rs own after the project's completion 

For this reason, t is our goal to conduct as 


much research in as many countnes as posst 
ble vathin this year in order for us to meet 
people interested in further cooperation on the 
project This is why we have rorums and a 
mailing list which akows us to maintain that 
type of contact 

it ss also our intention to realize contacts with 
non-governmental organizations abroad not 
so much in the West but more so in Eastern 
Europe, Asia, Africa. Argentina the more 
'probiematic' countnes We would like to con 
tinue to develop the Internet porta. with them, 
where students, assistants, protessors theo- 
Teticians, woud be able to above all, Interpret 
the issue of social justice transtormation, twan- 
sition, and to offer alternative models which 
would perhaps function in some country or 
culture This is a sort of wider plan and the 
project is developing in thet direction, and tam 
hoping thet by tis completion in 2003, thet 
there wil be someone who will have the sense 
to not only continue the project but to invest 
resources in it. This would then take place 
completely outside the art realm, and art here 
only serves to offer a base, to create a plat- 
form, to connect people to offer e framework 
Of course for me as an artist, the exhibition in 
a gallery is a product, but for the people 
involved in the project this Is not the reason 
they participate Here | see my rote and the 
role of ert - to offer a platform, e tramework for 
ail those people to feel good within and for 
them to be able to continue to work on what 
they do, but within a different structure, end in 
some ways one that is a lot more freer Not 
one of us believes thet we can chenge things 
or meke something colossal out of this, but 
what s important Is this platform, one that is 
completely neutral, which is neither politicel, 
nor ectivist, which is not coloured in eny wey, 
but which is available to all end everyone can 
find their place within it if they wish to partici- 
pate 

Whet is Important to remember here is that 
"Distributive Justice" is not e scientific or schol- 
arly project Regardless of how much we 
stnved for everything to be objeciive and eccu- 
rate, there are many omissions and scientific 
crtena are not completely met, but without 
them. it would not be possible to bnng it closer 
to the gellery set-up and to the public 
However, the overall aim wes not to create a 
scientific/scholary project, but rather to bring 
this issue closer to the audience regardless of 
their knowledge of the subject, to open up 
questions. to recognize and connect people 
interested in this theme, to set discussions in 
motion 


Novi tipovi javnog 


prostora 


Razgovor s Platformom 9,81 


Za Platformu 9,81 govore Miranda Veljačić, Damir Blažević, Dinko Peračic 


1 Marko Sančanin 
Razgovarao Maroje Mrduljaš 


Piatforma 9 81 je platforma za medije i arhitekturu koje istražuje prostorne i urbane fenomena u kontekstu 


stalnih pohtičkih ekonomskih : kultumih promjena u Hrvatskoj, 


promjena u arhitektonskoj praksi, novih 


mierdisopinarnih obrazovnih mreža Promoviraju aktvizam, javno djelovanje nove urbana tehnike 


konsteci javne događaje i masovne medije 


Maroja Mrduijaš; Piatforma 9,81 oformljena ja 
1999 unutar Arhitektonskog fakulteta, aii na 
neki način onkraj lii paralelno s tom 
mstrtucijom. Piatformu je činiia njezina uža 
organizacijska jazgra 1 operativci koji su se 
baviii odredenim konkretnim zadacima u tom 
perlodu, ugiavnom organiziranjem 

predavanja isto tako je sa sobom povukla, na 
neki način, 1 čitavu scenu i uapostavila 
određenu vrstu paralelna edukacija Interasira 
me kako ja funkcionirao, iz vaša parspektive, 
tay odnos ijudi koji nešto pokreću 1 ijudi koji 
su tom inicijativom pokranuti. 


Platforma 9,81 Platforma je zapravo nastala iz 
potrebe da se o arhitektonskim temama razgovara 
na popularan i pnhvatigy način, da se arhitektura 
dermstricira | oslobodi balasta teških izraza koji 
često vode stvaranju izmišljenih autonteta 1 da se 
na neki način stvon plodno okruženje za nas same 
koji smo to pokrenuli okruženje u kojem bi mi 
mogli delovat u sljedecim godinama Mislili smo 
da cemo stvaranjem grupe ljudi koja će radili na 
populanzaciji arnitekture 1 stvaranjem publike koa 
ce To konzumirati, za deset godina imati neko 
Okruženje U kojem će naprednija ideje lakse moći 
Proc! među ljudima 1 uopce u kultun arhitekture 1 


prostora To ja bio nekakav stav Ono što je 
možda zanimljivo u pastupu jest činjenica da smo 
od samog starta eksperimentirali s medijima, znači 
krenulo je sa nekakum studentskim časopisom 
kojeg smo mi formano nasljedi!, za kojeg smo 
odmah ne prvom sastanku odlučili da Je to 
apsolutno neadekvatna forma za komunikaciju u 
arhrtektun, te smo ga probali pretvoriti u nekakav 
drugi medy s kojim bi lakše dopri do suradnika 1 
publike Na početku smo napravili časopis koji to 1 
mje bio, tiskal smo materijal s pojedinačnim 
pniozima koji su izlazili sasvim odvojeno | 
objavljivali su se odmah kad bi se skupili Onda 
smo skužili da to zapravo ne funkcionira medijski 
da to ne okuplja velku količinu ljudi u startu 1 da je 
to medij koji nije dovoljno komunikativan Tražili 
smo dale Imali smo nekoliko koraka 
konceptualne promjene odnosno 
'ekspenmentiranja na mediju. koje nam se zapravo 
IZ sezone u sezonu ponavljalo uvijek u sasvim 
novom licu Najpopulamija su bila predavanja koja 
su svakako najmasovniji oblik, vrlo jednostavan za 
organizaciju Puno ludi se uvjek može priključiti, 
pomoći, osjetit se korisnim, a može se stvoriti 1 
velka publika U jednom smo momentu, nakon th 
predavanja koja su bila hit 1 koja su na neki nacin 


generirala cijelu jednu scenu ljudi koji rade na 
Platform ah koji su publika ı Platforme ı cielo 
Urbano okruzenje zapravo shvatili da je to dobar 
medy ah smo zeljeli više od toga Name nye se tu 
radilo o stvaranju scene Više bi sa to moglo 
nazvati aktvnom publikom Scena podrazumjeva 
druge prozvodace koj rade druge stvan tll iste na 
drugi način To znači konkurenciju | kooperaciju u 
isto vrjeme Toga nema ni sad 


MM Na Arhitektonskom fakultatu u Zagrebu 
erhitektura se zaprevo prakticira kao čista 
disciplina 1 u tom kontekstu ima vrlo čistu 
publiku Znači arhitekture isključivo za 
arhitekta, na tradicionelni | najarhitektoničniji 
mogući način. Čini mi se da je plattorma 
pokušaia, čak ja 1 napravila iskorak Iz te čista 
discipiine, kroz samu činjenicu da je forma, 
odnosno medij tih predavanja bio drugaciji, a 
isto tako mislim da je propitivao nake tema 
Koje su bila malo više rubne, melo više 
Interdieciplinerne | da eu kroz to možda 
privukle neku publiku koje nije isključivo 
erhitaktonske, nego jadnostavno 
zainteresirana zs problem prostore, ali isto 
tako, | za pitanje aktivizma u prostoru, 


Platforma 9,81 S vremenom nam je postala 
jasna specficnost nastanka 9 81 Uobičajeno ja 
da se ljudi u bilo komm obrazovnim zajednicama, 
kao što je jedan fakultet ill Jedna akademska 
godina koja broji oko 450 studensta uvijek na neki 
način grupiraju Ono što Je karaktenstično za 
fakulteta | profesije Koje se smatreju umjetničkim 
disciplinama, odnosno imaju naglašeno autorstvo 
kao što su arhitekti ii umjetnici jest da se ljudi 
najčešće grupiraju zbog nekakvih estetskih 
preferenci koje dijele | onda npr studenti 
arhitekture, ljudi koji su zajedno na vježbama | rade 
zajedno na natječajima, grade zajedničke 
dizajnerske preference, formiraju grupe | poslje t 
ljudi osnuju urede | rade arhitekturu Za nas je bilo 
interesantno da se m! nismo gruprali na tom 
principu nego je naš motiv naše polazište da 
nspravimo platformu bio zapravo ideološki 
odnosno politički dijelili smo vrijednosni stav ina. 
početku nas čak nisu povezivali nl zajedničke 
glasel u klubove) Mi smo u određenom trenuiku 
prepoznali u arhitektun problem, prije svega na 
fakultetu Tay problem smo detektira! u niskoj razini 
komunikacije, onoj na relaciji student-student, 
student-profesor arhitektura-javnost komunikacije 
na svim razinama Nekako smo osjetili da ne 
postoji komunikacija | da se ne otvaraju teme jer 
svaka otvorena komunikacija zapravo Ističe prave 
probleme 


MM: A Sto je prava altarnetiva svemu tome 1 
što je promjena u odnosu na tradicionalan 
način učenja u arhitekturi? Ill preme ljudima 
koji se na tradicionaian način obrazuju, 
odlaze na vježbe, eventualno su dodatno 
zemnteresirani pa čitaju knjige ili odlaze na 
izložbe. Sto je alternetive mentorskom 
eutoritetu koji ne možeš biret! nego ti je 
dodijeljen. Onome koji tl u najboljem slučaju, 
ukoliko te ne uspije Izgraditi na osnovu onoga 
što nosiš u sebi, ponudi protezu koja ti 
pomaže tijekom studija, all te zepravo ne 


moža naučiti hodati 


Platforma 9,81 Mi smo pokušali učiti jedni od 
drugih pokušali dovoditi ljude od kojih bi uči 
ekstra, one koji nisu na takultetu, one koje bi mi 
željeli čut, ılı ekstra dovođenje samog sebe | grupe 
fud: oko sebe da se neki problemi raspravljaju, da 
se znanje dijek, da zapravo sam Draš informacye | 
zato je bitna mreža ljudi koju stvaraš | predavača 
koja sam pozivaš Jer, kada organiziraš trideset 
predavanja po svom izboru, to Je kao da s bio na 
fakultetu na kojem si mao indesst profesora, 
profesorski tim ljudi koje si ti izabrao Znači, t $ 
njma radiš | evo prošao si kroz ta predavanja Ta 
predavanje su medi! kroz koje si ti njih pnvukao da 
oni svoje misli oforme slože | da ih formusraju tako 
da to nije neobavazan razgovor, nego ipak nova 
edukacija To je bitno, 1 upravo je to dijeljenje koje 
smo mi na neki način insttuconalziral ono Sto js. 
na neki način alternativno, mimo ovog službenog 
sistema 


Piatforma 9,81 Mi smo s tlm predavanjima 
zepravo pokušavali stvoriti neki meta-edukacijski 
sustav, paralelnu raznu edukacije, za studente, jer 
su studenti zapravo dobar dio naše publike, eli 
ieresantno je da smo mit danas, ta jezgra grupe 
koja je krenula, još uvjek u istom sastavu 
Povremeno se krug ljud: kog manje-više mtenzivno 
s name surađuje povecava u odnosu na mntenztet 
projekata 


Platforma 9,81 Mislim da razlog nestalnom broju 
judi 1 dolasku novih koji se opet izgube po putu 
nije vezan uz njihove osoonae koliko uz cijeli sustav 
arhitektonske produkcije odnosno uz ono što se 
smatre da tx arhitekt trebao raditi Pitanje je 
polittko u većoj men nego što izgleda 


Platforma 9,81 Točno ai sa žejom da se rade 
autorski projekti | prije svega dizam, zapravo želja 
za samopromocyom je uónila da se ljudi kratko 
zadržavaju na Platformi Misle da gube vnjema S 
druge strane, mi se tek počinjemo baviti dizajnom 1 
nemamo zajedničke oblikovne preferenca 


Pletforme 9,81 Me sigumo imamo 


Pletforma 9,81 Da. ali kad bolje pogledeš, one 
SUMO nisu pna input ši nekakav predvidiv stav 
Kada radimo projekte, jedan je potpuno različit od 
drugog. teško ja naći vezu Dosta polaz mo od 
nekih sasvim drugih polazišta Mi do sada nismo 
uspjeli razvili prepoznatijv 1 referentan dizajnerski 
jezik - ne u onom smislu kako ga danas definira 
arhitektonska praksa Zvuči mi uzbudljivo ta 
mogućnost da bi se naš jezik mogao razviti iz 
političkog stava Pogotovo danas kad jezk u 
tradicionalnom smislu nije moguć 


Piatforma 9,81 Razika jc u tom dijeljenju, 
učenju, profiiranju iz komunikacija Sto me 
uobičajeno za arhitekte Oni međusobno ne dijete 
saznanja, informacije U Hrvatskoj nema kongresa 
radionica Ima minimalno, na fakultetu se ljude ne 
uči da međusobno rade timski, takva situacije ne 
postoje 

MM. No neki način je arhitektonske scene 
estradno moderirana, ako govonmo o 
događajima tipa Dani Onsa ili nešto siično, 
gdje govorimo o nečemu što je jednim 


dijelom stan sistem, a s druge strane o 
nečemu što je vrlo ne-interaktivno. Čini mi se 
da se kod Platforme 9 81 dešava jedna brtno 
drugačija situacija, s obzirom da je Platforma 
uvijek otvorena za suradnju, onoliko koliko 
daje istovremeno toliko 1 pnma. 1 da je tay 
nekakav rotirajući proces bitno drugačiji 
Dakle, vi se ovdje ne postavljate kao 
autonteti, vi ste platforma, vi otvarate 
mogucnosti, ono što dalje slijedi samo je 
posljedica te otvorenosti 


Platforma 9,81 Za mene se tu postavlja pitanja 
koji bp arhitekture kao vrstu kulture mi 


stvara na sngularrum identitetima, dok ovo što mi 
radimo na neki je način uvijek bilo više vezano uz 
kolektivnu proizvodnju, popularnu kuituru t 
aktvzam Naša otvorenost js sasvim sigumo bila 
vezana uz drugačiji prstup | taj pristup 
komunikacije kao samoedukacye, kao metoda 
proizvela je tay ambijent i način rada za koji se m 
vežemo | danas kada nas pozvaju na suradnju ili 
kada pokušavaju komunicirati kroz naše projekte, 
očekuju takav tip proizvoda | takav tip 
komunikacije Koliko god se u zadnje vrjeme 
pokušavamo profišrat | radib neke vilo konkretne 
Sivan istovremeno pokušavamo zadržat low 
profile unutar kojeg svatko može naći svoje mjesto 
1 može sudjeiovab 

Platforma 9,81 Upravo iz sudjelovanja velikog 
broja ljudi proizlazi tvoja konst Ti iz toga puno 
učiš Tamo svaki pojedinac zapravo puno nauči 
posebno kada dođeš do spoznaje da judi 
kreativno dopnnosa a kad S6 upuste u 
komunikaciju onda je to korisno 


Platforma 9,81 Moze se reci da smo mi 
prepozna!: kroničan nedostatak socjalne 
mtekgencije kod nas arhitekata ı da smo na neku 
foru kroz kulturu dijaloga tu socijalnu inteligenciju 
pokušava! razvi Netko za to ima talent, no pak 
se nitko sa socijalnom intewgencyom ne rodi, ona 
se razvia kao 1 sve drugo S um je vezano da je 
naš posao 1 ONO Što mi radimo jedan dugotrajan 
konstantan napor, jer kultura podrazumijeva 
trajanje Kultura prostora mye proizvod, već 
kontinuiran proces koji se stalno mijenja, potrebno 
je konstantno na njemu raditi da bi dostigao 
određenu razinu Nikada msmo gajili iluzye da mi 
sami možemo tu nešto promijenu, bilo nam je 
važno dovest 1 uključiti što više judi Isto tako 
sebe nikada nismo doziievali kao nekog faktora. 
kao neka autontat, kac nekoga iko prozvodi, gent 
sma le šašave šuzije da je pubika proizvođač | 
dalje msiimo da javnost mora postat: prozvođač 


Platforma 9,81 S tm cijem smo i počeli 
organzrati stvan kao totalne događaje Jedno 
predavanje ši diskusija na kojima je četnsto 
arhitekata koš gledaju Sto m je interesantno, 
slušau što rm je interesantno | nakon toga 
razgovaraju t neformaino se druže bolje je svakako 
od autističnog skupa ludi koji razgovaraju o GUP 
Ul zapravo niko nye zanteresran da bilo sto kaže 
li da se bio kakva promjena pokrene Međutim ja 
tvrdim da je ipak od th čsimsto ludi a toje 
nekakva goma crra ljudi koji su bili na nekim 


nasim predavanjima catisto, petsto ljudi 90% 

njih bilo arhitekata, sto je interesamino kad je mec 
o tome jesmo li uspjeli populanzirati arhitekturu ih 
smo li uspjeli motmrati druge ljude 


Platforma 9,81 Ima jos jedna druga zanimiva 
stvar Platforma je moguca u ovoj tranzicijskoj 
POZICIJI «ao Što Je mi imamo U nekakvom 
uređenom sistemu koji funkcionira, u kojemu je ta 
Komunikacija dobro postavljena U kojem ja 
edukacija dobra nema potrebe za platformom U 
tom slucaju više se igrmiraju istrazrvacki trnov! ih 
anarhističke grupe koje rade otvorene diverzije 
prow ukuonog sistema 


MM, lako sie vi sve to istovremeno 


Platforma 9,81 Upravo to pokušavam pojasniti 
Grupa nastaje kao izraz otpora prama sustavu | 
pokušaj ostvanvanja uskih interesa članova grupe 
im! smo stvonii sistem unutar sistema Ali ono što 
smo prepoznal: kao potencijal mogucnost je 
suradnje s velikim sistemom na novim prncipima 
Nakon što dobro iskonstiš početnu energiju 
konfrontacije, treba se prestati suprotstavljati 1 u 
vlastitu suradničku mrežu uključiti 1 one s kojims si 
u neskladu Prostor koji dijelimo je preuzak da se u 
njemu medusobno ne bi dodtrivall Neformalne 
metode : svojevrsno resetiranje autortate | 
referenc! pomažu nam biti mnogo operativniji nego 
što su to velike insttucye M: smo jako brzo shvatili 
da je ta nekakva suradnja sa svima : proizvodnje: 
paralelnog sustava koji surađuje sa sustavom 
potrebna na fakultetu 


Platforma 9,81 Mislim da se tu načelno ne radi o 
dostizanju nekakvih drugačijih standarde, po tome 
što smo mi naprosto tu gdje jesmo i de treba 
razmišljati u parametnms | okvinma unutar kojih se 
nalazmo tako de ne misim da se nužno radi o 
Sustizanju nečega drugoga nego jednostavno o 
pokušaju da se stvan koje ovdje saca ne 
funkcioniraju unaprsde ill de se pokuša pronaći 
nekakav drugi modalitet komunikacije MI radimo 
upravo ono što nagostaje 


Platforma 9,81 Da, ali squmo je da u jednom 
trenurku kada društvo poslane razinu uređenosti 
kakvu trenutno imaju razvijene zemlje, kada se sva 
ta komunikacija nsttucionalizira u jednom 
trenutku neće više postojat mogućnost za razvoj 
ovakve micyatrve: 


Platforma 9,81 Nisam siguran Kade smo 
počinjali raditi 1 kada smo razmišljali što bx mogli 
ponudit pokrenuti, Sto radimo ı na koji način 
kada smo se susreli s nekim prtanime kvalitete 
Sto će ljudima biti interesantno onda smo odmah 
zaključi! da je tranzcyska Situacija vezana uz 
siromaštvo kulture prostora što god staviš ne stol 
arnnektonske scene može proći, jer je taj stol 
prazan Sigumo je da s razvojem 1 poboljšanjem 
situacije 1 standarda opčenito, pa teko 1 u 
arhitektun, mainstream postaje nešto čime su se 
isprva bavili marginalc (bii oni elita Ili subkultura) 
Shvacam da ono o čemu govonš ima veze s 
povecanjem standarda koji suzuje | kodificira 
prostor komunikacije Teko da neka naprednija 
scena isto tako ima potrebu za ovakvim tpovma 
aktivnosti : programa, tako da je na neku foru ovo 
što mi radimo lokalno 1 zbog tema | zbog situacije 
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u kojoj se nalazimo ali je zapravo vrlo 
internacionalno u smislu da tretramo probleme 1 
razmišljamo o nekim opasnostima razvoja koje 
donos: upravo ono što nazivamo normalno stanje 
Su pnželjkujemo nomaino stanje al ono što 
normalzirà zapravo nonmia | prozvodi siandarde, 
ujednačava | prozvode nova kodove 


Platforma 9,81 Mislim da je bilo važno, Sto je za 
nas bila sreca u nesraci, to što ja knza u kojoj smo 
se nalazill bila tako vidljiva 1 jaka, da je ona 
proizvela ovu kreativnost. Nama je bila vio 
stmulatvna Recimo, u zemljama gdje postoji ovaj 
‘bp problema o kojem ti govons kao što je Ausrnja 
"i Nizozemska - a sv smo putovah po svjetu - 
Vidjeli smo da te nase kolege studenti baš zbog 
situacije koja nije vidno loša imaju puno manje 
motiva da prozvode ovakve stvari, da se bave 
ovakvim stvanma Kriza | stanje konflikta je ı stanje 
povšene kreativnosti 


Platforma 9,81 To se vidjelo npr na 
Otokuibvatoru li 1 Easa-1na Visu 


Platforma 9,81 Kad si vidio studente koji su došli 
iz Španjolske | studente koji su došli iz Rumunjska, 
Jako sa dobro vidjelo tko koko grize | tka je koliko 
zamterasiran za rad i za suradnju 


Platforma 9,81 Maloéas si dotaknuo jedno 
zarimirvo pitanje Rekao si da se na fakuketu 
prakbora arhitektura kao čista disciplina mislim da 
nema potrebe posebno opisivati zatvorenost 
scene koja sigurno kreira incest suacije Društvo 
se toliko promyenilo da ona mora perciprati druga 
discipline, da more pnmati | davati Mi smo to 
shvatili u jednom trenutku smo pokušali primiti 
neke druga tipove znanja 1 dati ih Mislim de je 
ostvaren napredak što se tče primanja drug 
tipova znanja, jer se nekako kroz naš rad profilrala 
mreža ljudi i suradnika koji nam mogu dali razična 
znanja, koja nisu čisto arnitektonska nit su se 
razvila kroz arhitektonski način razmišljanja Alt 
Mislim da nismo uspjeli dovoljno otvonti arhitekturu 
prema drugim profesyama Ono što se kod nas 
smatra interdiscipinamom suradnjom vrio Je 
površno nadovezivanje | navne su nterprstacija 
Razna kompleksnosti se može podići isključivo 
prevođenjem znanja. Tada se događaju suradnje 
koje su bazirana na konceptualnom prožimanju 1 
suprotstavljanju Onda no arhitektonski proizvod 
dosta jest radikalno drugačiji To je nešto čime se 
tek počinjemo baviti 


MM: Podsjećam na Groodanja u klaonici gdja 
je Platforma opet sudjelovala 1 gdje se skupilo 
oko dvija tisuće ljudi 


Platforma 9,81 To je poseban slučaj jer na ta 
predavanja dolazi vrlo heterogen uzorak ljudi Ako 
ti kažeš da je 90% arhitekata, onda je barem 50% 
ludi dolazilo radi tog cyelog ambyenta, radi muzike 
1 svega skupa u Tvomici To je alat To e dio 
popularizacije | kada kažeš Groodarye u klaomci, 
to onda znaći tatalni događaj dobar party Dus 
VJs, jeftino pvo — Zaobilaznu strategiju promocije 
određenih dea koncepata koje je Platforma 
istraživala Kao sto je bilo | to skvotiranje A i sama 
akcija zaposjedanja prostora koji se inače ne 
konsta ili se konste za neke druge svrhe je na neki 
način bila aktmsticka arhitektonska akcija. Tako da 


slobodno mozemo reci da je u tom smislu 
proširenje scene | proširenje arhitektonskog 
aktmzma bilo izrazto 


Platforma 9,81 Ja bih tu possnio jednu vrlo 
banalnu stvar koju smo ml jednostavno počeli 
konstih od samog početka, a to je ambijent 
prostor koji nesto znači (odnosno koji nista ne 
znači) Jer kada student sluša predavanje ax 
katedra u nekoj predavaoni ili u Klubu arhitekata u 
prostoru koji je nabijen memorijom | nepisanim 
pravilima, ljudima | načinom kako se ti ljudi 
ponašaju jednostavno ustaljenom prostomom 
praksom, onda ja sigumo da publika može manjs 
primm ali! manja dati nego u prostoru koji manja 
znači prostoru «oj js oslobođen ogranicenja Tako 
da su od prostora koji nama jasan identitet od 
ambyanta koji je neformalan, stvorili privremeni 
edukacijski biotop koji Je zapravo now tip javnog 
prostora 


Platforma 9,81 Fizički prostor ja jako važan 
108 uvijek Je pnlagoden fizički prostor našto što 
potiče najintenzivnju vrstu komunikacije 


Platforma 9,81 Fizički prostor | jest upravo to Jer 
Ima potencijal doživljaja | iskustva određenog 
ambyenta U prvom redu njegovo moderiranje to 
znači njegov odabr, njsgova artikulacija kroz zvuk 
sliku ı @kcyU upravo je ultimativna arhitektonska 
akeya 


Platforma 9,81 Men! se čini da ja bitno upravo 
naposredovane iskustvo, ono koje nije 
medijatzirano, nije prenessno drugim medijam 
Znači, to nije tiskovina to nja video to nije slika 
niti virtual prostor, to js neposredno iskustvo za 
njega je jako važna muzika, | kako se tijelo u 
prostoru osjeća, kao ı to da tl slušaš predavača 
UŽIVO 1 da ti s njim poslje možeš razgovarati, da je 
ulaz besplatan (jer svako medljatrzrano iskustvo 
mora brt besplatno - novac je isto posredovanje) 


Platforma 9,81 To ovis! | o načinu govora 
naprosto da li se nakome obraćeš sa ti ill sa vi 
Sve su to načini kako povećati interakeyu Al pra 
Svega Js vezano za izbor teme Jer kroz sve ta 
dvije, tn sezone bilo je užasno važno da ta tema 
koja je postavljena predavaču mora bitl jasna, 
kratka da se dovojno ljudi moze uvući u razgovor 
dakla ne retrospektiva. nego jedan rad da bude 
što jasnije | da se može problematizirati 


MM: Uz tu sinerglju unutar same scene, ja bih 
se ponovno vratio na činjanicu da postoji 
određani paralelizam s drugim inicijatvama 
koja su se počela pojavljivati nešto ranija JII 
otpnlika U isto vrijema u Zagrebu. Dakle, uz 
Platformu otpniike tu nagdje | Mama kreća 
intanzivnije, kreću 1 druga skupine koje se isto 
tako bave prostorom kroz nekakve drugačije 
modalitate, npr Urbani fastival, s kojima ste 
isto tako suradivali, kao | Još neke druge 
inicijativa. Očsto je da Je našto ı u vremenu i u 
prostoru takvo da potića na tu jadnu 
specifičnu vrstu organiziranja. Na znam kako 
se to vama čini 


Platforma 9,81 To je sigurno utjecaj drustva 
odnosno traumatizirajućeg iskustva tranzicije u 
kakvom je bila hrvatska u 90-tima, putovi utjecaja 


na društvo su postali vrlo nepropusn! = posebno 
za zvaninsttuclonalne inicijative Vjerojatno Je 
došlo | do toga da Je puno ljudi koji imaju što za 
rec! koji misle da se moraju izrazili 1 djelovati na to 
društvo probalo traziti neke druge putove koima 
mogu djelovati To Je vrio jednostavno bilo 
nadoknaóivanje onoga što ne postoji 


MM Al, očito ja da sa čitav niz tin 
građanskih, civilnih, neinstitucionaliziranih 
inicijativa pojavljuje, i da ce oni sve vise | više 
utjecati kako na kulturni, tako vjerojatno | na 
politički život Sada ja jedino prtanja u kojem 
je to razmjeru | Imate il kakvu širu parspaktlvu 
o toma? Znam da je sve to teško predvidjeti, 
ali sa vjarojatno Iz vašeg iskustva daju Išćitati 
pomaci unutar vašeg rada i odnosa prema 
cantrima moći 


Platforma 9,81 Mani sa čini da je to s jedne 
strane apsolutno globalni fenomen u onom smislu 
u kojem govorimo o ukupnoj dereguleciji gdje 
mehanizmi nacionalne države slabe Osim što 
multinacionalni tržišni akteri preuzimaju mehanizme 
odlučivanja o stvamost | građanske inojatve 
postaju umrežene | razvijaju neki do it yourself 
način opstanka | utjecaja na okolnu Kod nas je 
situacija bila puno sretnija za nas jer smo imali još 
dodatnih razloga da se samoorganizramo | zbog 
toga je scena koja je nastala e koje smo mi dio 1 
postala jaka & s druge strane zbog tog drugog 
načina organizacija | neformalnog načine 
Komunikacija u načinu rada, vrlo brzo sé uspjela 
prepoznati | povezati | mi smo dio tog networka a 
su veci projekt! koja smo radii bih su suradnički 
projekti 


Platforma 9,81 | to pozitivno okruženje koje je 
nastalo kntičnom masom kvalitetnih aktera | 
projekata jest kao neko sretno čudo EASA 
MAMA, URK na Otokultivatoru ii WHW CDU, 
BLOK na našim novim projektima, druge grupe 1 
pojedinci zapravo su background o kojem smo 
govorili iz kojeg s obzirom na njih možeš reagirati 
Imaš kvelitetno okruženje u kojem ti je jednostavno 
radit! Udružen s tim ljudima koji slično rade li 
Imaju zajedničku viziju kulture možeš mnogo 
naučiti | realizirati projekte koje sam nikad na bi 
mogao napraviti Uostalom prevođenje znanja je 
wio blizu da se doista dogodi jer osim što smo su 
nastali iz potreba propitivanje sutonteta područja iz 
kojih dolazimo, svi djelujemo na rubovima baznih 
disepina koja su samo dio naših identiteta 
Ukupna slika onoga čime se bavimo nastaje u 
međudjelovanju s drugima 


Platforma 9,81 Čudno je upravo to što je 
društvena situacija otvonia mogućnosti da se 
realiziraju veliki projekti Govonm o organizacijskoj 1 
materjalnoj razni Postav Salona mladih smo 
realizirali (u usporedbi s nekim svjetskim kritanime) 
za gotovo nikekve novce Apsolutno je bilo 
nemoguce nekom tko dolazi sa zapada objasniti 
uvjete u kojime smo radi Sjećam se kada smo 
radi prezentaciju projekta za studente na TU 
Graz Njima apsolutno ništa me bilo jasno, upravo 
zato što risu mogli ukaprati da je nesto takvo 
moguce, da država tome ne da novce ah da se to 
dogodi, jer to toliko košta ili da vojska prevozi cijeli 
postav besplatno A tek im ništa nje bilo jasno 


kada su nas pitali koliko smo zaradih kolik je bio 
naš honorar, pa kada smo raki: nita, odnosno da 
nismo zahtjevali honorar jer smo imali osjecaj da 
to radimo za sebe Znaci, to je nesto apsolutno 
neshvatijvo ljudima koji dolaze iz drugih estema 
Vakuum u kojem smo se nalazili { sada smo, čini 
se pred izlaskom} entuzijazam znanje 1 neka 
drskost judi na sceni sve je to učinilo stvan 
mogućim Upravo stoga što smo u tom kaosu 
dobu! prostor potpuna xonirole nad onim šta 
radimo Sloboda je ono sto stvara energiju 1 onda 
doista možeš radib besplatno Samo onda Zbog 
toga je bio moguc Vis ii Nevidim Zagreb Pa i 
Platforma na fakultetu je zbog toga bila moguca 
Jet mi smo dasta nakon nekog vremena dobili 
dovoljnu podršku na fakuketu Jer nitko nye 
mogao tvrditi da je pametan, jer je znao da se sve 
skupa ruši ı raspada, morao je pružiti šansu 
nekome tko ima neku inicijativu Nye nam nitko 
mogao definirali je li to što mi radimo krivo ili 
pravo To nam je omogućilo da pokrenemo para- 
edukaciju Drugo je pitanje koja je budućnost 
svega toga | kako bi se sve 10 moglo razvijati 
Tvrdm da smo mi Još uvjek Izuzetno marginalna 
scena Miu Zagrebu mamo neku vidljivost 110 je 
OK, međutim kada odes u bilo koj drugi grad u 
Hrvatskoj recimo Split kao drugi najveći grad to 
na postoji Mi smo 1 u Zagrebu marginalizirani ne 
samo zato što se ne prepoznaje na$ rad pa ne 
dobivamo mogućnosti u emislu financija ih radnog 
prostora, nego zato što se dosta na misli da je to 
našto vezno To što mi radimo se na povezuje sa 
bilo kakvim razvojem Mislim da smo mi marginale! 
1 unutar arhitektonske scene, jer ove stvari koje 
radimo ne smatraju se vaznima nit se smatra da 
one prozvoda neki određeni tip novog znanja 
potrebnog arhitektima. Mi smo nepoznata 
vrijednost nekakav privjesak koj je simpatičan 
interesantan, no to apsolutno nye važno za 
nekoga tko se bavi projekliranjem kuća 


Platforma 9,81 S druge strane, u tom smjeru 
sigumo netko mora djelovati. Ta; prostor koji 
država ostavlja gubeći kontrolu ili ja namjerno 
ispuštajuči, natko će popunit, natko ća regulirati 
određena procese, pa tako procesa u prostoru i 
arhitektun na hrvatskoj sceni Sada ja pitanje tko 
ća to biti netko tko je Zainteresiran za javni interes 
122 javni prostor ili netko tko mje, netko tko je 
zanteresran za vlastitu dobit 


Platforma 9,81 Mi budućnost za takve inciatve 
kao što je naša, bez obzra da h se bavi 
arhitekturom ili umjetnošću ili kudsiom pravima, ne 
vidimo u tome da neka od takvih institucija 
postana moćna pa da odlučuje o zakonima nego 
pnje svega misimo da se sretna budućnost nalazr 
u tome da se javnost osposobi alatima | ostvan 
manevarski prostor za utjecaj na probleme Znači, 
mi smo na neki način agenti, zastupnici javnosti, a 
ne natko iko želi postati institucija. 


MM Toja istina, ali s druge strana, tu se 
prapoznaje odredena proturječnost u smlelu 
što sta vi ipak bili formirani unutar 
Arhitektonskog fakulteta, bar uslijed činjenice 
što sta tada svi bili student, da sta operirali 
unutar iil pored, kao Sto sam već napomenuo, 
Arhitektonskog fakulteta, a danas se dešava 


nešto sasvim drugo Na naki način ste 
baštinili to što ste tamo napravili I postali 
neka vrsta branda - dašava se transformacija. 
Ista čvrsta jezgra Platforme 981 ostaje, radi 
vise-manje isti ili sičan posao, a drugih ljudi, 
ne znam koliko, ili ima ill nema Sto to u stvari 
znači? To mi sa čini kao jedno od kljucnih 
pitanja. 


Platforma 9,81 Misliš da se ipak organizacijski 
zatvaramo? 


MM. Ne nužno institucionallzacija, koliko 
činjenica da institucionalizaclja, da ljudi rade 
isti posao kroz našto što Je bilo na početku 
drugačije zamišljano, Platiorma bi trabala biti 
nešto vrlo protočno, fluldno, stalno se 
formiraju nova ganaracije aktvista Gdje su 
onda aküvieti?i 


Platforma 9,81 Da sam to usplo, zvao bih se 
Isus Krst Onda bi pokoljenja nastavila istu ideju 
Ovako, mi smo sa jako trudili pridobiti nove ljude 
koji će nastaviti tu istu ideju, ! mi bismo to drage 
volje bil spremni prapustt: 


MM: Na govonm o toma da ja to samo vaša 
stvar, već govonm o toma da ja to 
iatovremeno problem scana, 


Platforma 9,81 Interesanino ja ı potpuno 
ispravno da si upotrebio riječ brand, jer mi doste 
stvaramo korporativni imaga Svjasno | pomelo 
nesvjesno Ono svjesno ja zato što moramo 
ostvanti stratešku vidljivost u javnosti. ne bi hi izvršili 
veći utjecaj ili privukli juda na suradnju Nesvjesno 
nam se dogadaju negativna posljedice jakog 
identteta Na primjer judi ih grupe koji bi htjeli raditi 
sa nama, a najčešća dolaze iz arhitektura, nerado 
to čine jer misle da naš identitet ugrožava njihov 
Na stranu to što ja piča o Identtehima 
neproduktrvna | što smo mi uspjeli upravo zato Jer 
smo bili neopterećeni vlastitim statusom 1 
pozicijom na sceni, ipak shvaćamo to kao 
nepopravjiv problem Svi mi danas proizvodimo 
identitete Umjetnost se isključivo tim bavi 
Arhitekti još uvjek na shvaćaju da sve manje 
proizvode nova već konzumiraju nakupine starog | 
proizvode idantitate Mi trošimo mnogo wemene 
na izmišljanje maglovitog identiteta koji bi bio 
dovoljno vidljiv ı jasan Odgovor ja možda u 
mnogo različitih projekate, kroz stalnu promjenu 
suradnika teme i metode 


Platforma 9,81 Koncept koji se pojavo od 
pocetka rada onoga što se zove Platforma, 
zapravo je ideja da 9.81 bude platforma 
infrastruktura za neka različita kreativne, 
organizacijsko di aktmstička inicijative ii pak 
Jednostavno radove kojima će pružiti svu svoju 
matenjalnu podrsku znanja 1 sve svoje kontekte 
koje ima u bazi podataka To je jedan ideelni 
model koji je u nekim slučajevima funkcionirao u 
mnogima ne To ja interesantno za temu grupe | 
njezinog funkcioniranja Znači, tay model je 
funkcionirao, međutim vremenom su se jedni te 
isu ljudi stalno pokazivat kao kreativni generatori ili 
ljudi koji preuzimaju organizacijsku odgovornost ! 
to je u bib jedina transformacija početne pnče koja 
mozda pokazuje de je model bo utopija ii mazda 
nje bila prava metoda da se postigne cilj 


Platforma 9,81 To je kso kad kreneš a ne znaš 
gdje ces završiti Imaš neke ideje neato što te 
zanima | sto bi hto postići a zapravo ne znaš 
kuda ideš Nadaš se da će t judi koj su se na 
prvoj godini priključili 1 zapravo su cijelo vnjeme tu 
taj nacin razrmišljanja usvojiti kao nešto sto im je 
vazno, jer cijelo vneme maju paralelnu edukacru 
koju smo svi skupa prolazili i pokazalo se da je 
zapravo još uvjek ta edukacija najvaznija 


Platforma 9,81. Može se reci da smo tu nekakvu 
mrezu ljudi koji ce sudjelovati radije volonterski it 
uz nekakvu minimalnu naknadu naši u 
Nearhitektonska sceni To je vito zanimljivo 
Vjerojatno zbog toga što drugim aktivističkim ili 
vec kakvim grupama treba podrška baš po pitanju 
pronalaženja prostora ill intervencija A to mi se 
čini kao još uvljek stimulativna situacija Čak ako 
na dobiješ podršku od svojih suradnja sa drugima 
možda če dati našto drugo što će unapnjaditi tvoje 
mišljenje. okolnosti u kojima radiš tvoje alate 
Uvijek našto što na očekuješ. 


Pletforma 9,81 U arhitektonskoj sceni je zapravo 
začudujući taj nivo nekonerentnost 1 
nezaintereslranostl za neke zajedničke 1 opće 
Interese o tome da se ljudi ne mogu dogovoriti 
postoji recimo gorući problem izgradnje na 
Jadranskoj obell O tome pišu sve novine Arhitekti 
medusobno vjerojatno nikada o tome ne 
razgovaraju Onl na žele formirati neki zajednički 
stav oni to na osjecaju na misle da bi iz tog 
nekog razgovora od dvje ili više osoba uspjeli 
dobiti nekakvu konst 28 svoja praktično 
projektiranje u takvim situacijama 


Platforma 9,81 Tyrdim da je to je pitanje. 
identteta, na čemu neki arhitekt bazira svoju 
socijalni i simbolički identitet To je sada iščašano, 
a mi na neku foru to Još uvijek ne vidimo Prga 
oko arhitekata (dakle priča koja krane vac od 
fakulteta pa ih prati do kraja Zivota) 1 naše 
predodžba o vlastitoj produkciji, apsolutno je 
neprimjerena stvarnosti (ne samo hrvatskom 
kontekstu nego upravo svjetskoj realnost) 
Arhitektonski objekt je kuća li nacrt 1 to je ono što 
mislimo da radimo dobro Društveni utjecaji na 
arhitekturu transformirali su profesiju bez nas 
Drugi akten poput medija politike ili javnost 
danas utjaču na fizički okoliš više nego ćemo to 
Ikad biti u poziciji Arhitekt se mora promijeniti 1 
naučiti nova zranja ukoliko želi utjecsti na 
prostorne promjene 


MM. Sasvim je Izvjesno da ja nesigurnost 
nešto sto je poticajno zbog toga što te tjera 
de neprestano preispltujes stavove, de 
latrazuješ što | keko delje, ah definitivno je 
evidentan tej poradoke kojeg smo već nekeko 
U razgovoru | naznačlli, # to je taj paredoks 
između organiziranost! i otvorenosti Cini se 
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da tu nastaje neki problam koji gotovo da se 
ukazuje nerješivim unutar okolnosti ovakvih 
kakve jesu. To je nešto na što ja nemam 
odgovor, nego opet ostaje otvoreno prtanje, 
Pitanje 6 kojm se vi susreceta svakodnevno 


Platforma 9,81 Kroz neke razgovore razloge 
smo pronasli u tome što jezgra organizacije mora 
brt do neka mjere zatvorena da bi stvan uopce išle 
napnjed Ali sve što ona producira mora brii 
poticajno da se u to uključi javnost To je zapravo 
odgovor što je danas Plattorma Organizacijski to 
Je tm koji funkcionira s par ljudi koji su stalno 1 par 
Jud koji se priključuju na projekuma ali su akcija 
intenzimo okrenute javnost, to je sada takav 
jedan mode | to je naci na koji funkcionirag 
zapravo sve udruge 


MM: Orgeniziranje rada u grupi čini se 
strateškim pitanjem rada U arhitaktun. Bavite 
li se tima planski ili vam se iskustva događaju 
usput? 


Platforme 9,81; Ne znam da li sa tme bavimo 
planski Možda Pnje godinu dana započeli smo 
projekt koji tematizira grupne inteligencije Ono sto 
SMO naučili iz vlastitog iskustva jest de grupno 
autorstvo | strategije rada u grupi nastaju na 
bottom up principu To je neka emergenina 
kreativnost koja nije uvjetovana refereninm 
okvirom ii autontetom kojemu ja sve podredeno 
Umjesto toga stvan krecu od mnogo razičtin 
ideja odozdo prema gore jednostavno se sve radi 
zajedno od početka | po nekaj unutrašnjoj 
dinamici Neke ideje prežive ı transtorrniraju se u 
zajednički proizvod u kojem svetko vidi sabe, ali 
na nek čudan način to nisi onaj Ti koji misliš de 
jesi To je uvjek uzbudljivo iskustvo Proces rada je 
našto što konstantno tesira grupnu dmamiku : 
uprava je sjajno koliko si svjestan svih ndmdualnih 
mtelgencija Stvar je na trenutke potpuno 
heterogena 1 čini ti se da nikad nećeš moči doći 
do rezultata Iza kojeg će svi stati Postoji 1 druga 
strana priče Gotovi proizvodi uvijek s vremenom 
stvore referentni okvir i identitet koji utječe na ono 
što sljedi 

To onda stvara suproini - top down utjecaj 
Najednom shvatiš da Si izgradio sistem koji 
ograničava tvoje nove Gee ridentitete To je onaj 
Klantitat koji svi osjećaju kad pna put dođu na 
Platformu Da bi se to prevladalo nemaš izbora 
nego ubit se od posla ı uvijek iznova počinjati 
proces odozdo prema gore čak po cijenu 
uspostavljenih identteta ı kvaltetnih standarda To 
Je kad da sagradiš kucu ali je sru&š svaki put kad 
odeš na posao pa kad se vratiš svake put grads 
iznova Za tskav tempo je bolji šator 


Platforma 9,81 S druge strane, dobro je imati tu 
vrio jasnu hijerarhiju podjelu posla, ali ono što 
uvijek moraš imati na umu jest to da je ia 


hijerarhija transparentna, znači da se pravila igre 
poznaju da io nye nešto što je mistficirano na bilo 
koji način bilo od nas ili drugih ljudi Znaci različite 
Interpretacye hijerarhije su dozvoljene all to je 
svima Vidljivo na isti način 


MM: Čini mi se da ja vrhunac takvog 
funkcioniranja 1 mogućnosti bila suradnja s 
Easa-om 1 suradnje ne Otokultivatoru 


Platforma 9,81 Ctokultvator Ja projekt na kojem 
SMO bili mali dio produkcije | organizacije Mislim 
da smo najvise pridonijeli koncepciji tema 
radionica To je bilo važno iskustvo U smislu 
okupljanja naša jezgra, a isto tako zbog suradnje S 
kntičnom masom kreativaca I2 drugih udruga 
Organzacyska siruktura Otokultlvatora ja kombinat 
tri udruge Easa - udruga studenata arhitekture 
mi2 - Mama 1 URK - Močvara Važno je da je taj 
kombinat tn udruge zasnovan na 
kompiementarnostl interese znanja 1 
organizacijskih resursa To je stvorio tako 
raznovrstan kultumi biotop u napuštenoj kasami 


MM Na kraju sa opet pokaze da je akcija 
Otokultlvator nacaino bila našto što Je 
temaijno organizacijsko pitanje, što znači da 
Platforme 9 81 nikada nija na neki način 
sugorirala direktna tema, niti Je stvarale 
kruti framework, nego je uvijek ostavljelo 
mogućnost de ljudi koji sudjeluju u svemu 
tome, bilo kao modarstor bilo kao tuton, al 
kao sudionici, vrlo otvoreno pristupa cijaloj 
stvari, da kroz tu otvorenost | fleksibilnu 
komunikeciju, uvjatno rečeno, peralalnu 
edukaciju, drugačiju od one koja Je klasično 
akedamaka, ostvara onu sinerglju koja potiča 
stvari 


Platforma 9,81 Moras biti svjestan dvije stvan 
Prvo, da je to bio jedan maksimalno prilagođen 
okoliš u kojem je razina neposredovanog iskustva 
bile vrio visoka Vrlo banalna činjenice ljeto ljudi 
Su opušteni, svi su ne istom mjestu. svi kuhaju 
jedni za druge svi jsdu na istom mjestu svi 
spavaju na isiom mjestu, sviraju neki bendovi, 
poslije s tm bendovima piješ pivo | jedeš u kuhinji 
Znači, to je jedna situacye u kojoj je zapravo to bilo 
moguće | razna kreativnosti, oslobođena, 
neformaine komunikacije bila je vio visoka. Tu su 
se sada opet pokazali nek! drug! problemi, to da 
na neki način t zapravo tu razinu neformalnosti 
trebaš dozira | da se na nekl način one smanjuje 
kako se povecava ivoja produktivnost odnosno 
operstvnost tvog prozvoda, onoga što t hoćeš 
napraviti Ti znaš jer st vodio radionicu za što su 
fudi sposobni u kojim uvjetima 


Platforma 9,81 Ljudi koji su bili na Otokultivatoru 
možemo sa sigumošću reći da je preko 50% ljudi 
koji u principu nikad ne prakticiraju takav vid 


aktrvnosn | takav vid proizvodnje kult 
su bili tamo, jako su se iznenadth 1 bili su vrio 
zadovolji ime Npr ljud: koji predaju na ne 
fakultetima u inozemstvu su osjetili poti 
povremeno sa svogm studentima prakticiraju 
ovakav to komunikacije | rada Ono Sto mi se tu 
čini interesantno est da možda ovakav up 
aktivnosti, nekakvi Mane utopije Koje su u 
ovom moru klasicne produkcije doista netke 
mogu postati ustaljena praksa 


dm 


MM Interesantan aspekt projekata na Visu je 
ono čime se beve | vasi projekti u Zagrebu. 
Navidipvt Zagreb openra u stvarnom mjenlu 1 
konsti aktivisticke strategije zauzimanja 1 
proglašavenja prostora javnim dobrom. 


Platforme 9,81 To pitanja može postali jako 
ispolrizirano jer je zapravo strateško pitanje za ovo 
čime se mi bavimo problem novih upova javnog 
prostora koji su u IZVOK 

kulture Nakon svakog Otokuttvatora pitamo se 
što ce sa prostonma bivše kasarne bit dogodine 
Hoćemo li mi projekte raditi na način 
prostome resurse pnvremeno, bez da utječeno na 
prosto Ulturns | gospodarske polibke koje bi 
mogle takve prostore proglasit specifičnim 
zonama od javnog interesa | potencija! 

mjestima kulturne proizvodnje ili cemo to pusti 
zakonima tržišta To ratesko pitanje Hocemo li 
mi sustavno raditi, paraleino s tim sto 

organiziramo, i na strateškom očuvanju takvih 
prostora Kad to govonm, na govonm sa 
vojnoj infrastruktun na Visu, nego govonm ı o prvoj 
zagrebačkoj industnjskoj zoni, o prostonma 
povremeno sposobni (možda zbog toga sto 
politika korištenja 1 vlasnička struktura neće nikada 
do kraja ostati definirana) udomiti 1 takve ipove: 
sadržaja 


Platforma 9,81 Važno je pitanje ooerativnosti na 
koji način uopce bti učinkovit u tom smislu Utjecaj 
na prostome politike vršimo prvenstvena preko 
medija all: putem sastanaka | diskusija na kojima. 
poznaješ ljude, ookazujes primjere iz inozemstva, 
obiraš za javnu stvar 


Platforma 9,81 Samo generranje potrebe da se t 
proston konste jest ono što se radi na ovom 
projektu Nevidlim Zagreb je zapravo spajanje th 
praznih prostora sa sadržejem. Kad mes ljude koj 
ne znaju kako bi taj prostor mogao biti iskoršten 
prostor neće biti nastanjen Ukoliko deteküras 
micyative kojma bi možda moglo trebati takav neki 
prostor | detekhraš prostore kog možda mogli pnma. 
takav sadržaj: ti h spojiš, automatska si napravio 
jedan korak prema tome da se proston konste na 
nov način, znači za neku kulturnu proizvodnju Mi 
SMO u nizu javnih ‘stupa konstii parolu za tay projekt 
Trazmo pravo na grad, odnosno na koj način 
potaknuti da netko konstantno ma potrebu 1 


mogucnost konsti ova grad 


Platforme 9,81 Posebno je interesantno kako je 
nakon svega nekoliko pojavljivanja u medijima na 
tu temu, kroz vilo jednostavan tekst to prmnatla 
Sroka masa ljud: 1 koliko ljudi se javlja s direktnom 
molbom za prostorom To nam zatvara krug za 
onu populanzacyu arhitekture : teme o prostoru o 
kojoj smo pričali Mozda je to pravi put da se 
našto populanzira S druga strane, neki prostor, u 
ovom slučaju proston koj su na prodaju, ukoliko 
se oru koriste povrameno na način koji nije 
insttucionatan ni profitabilan samm time na jedan 
slobodniji način, (koji je programsk heterogen I 
fleksibilan} oni sigurrio mogu ponuditi način za 
daljnje formiranje tog prostora, njegovu daljnju 
artkulaciju, odnosno možda tipologiju koja bi sa 
mogla na tom mjestu pojavili 


MM: To je istina, all postop jedna bitna 
pretpostevka, odnosno eplikacye te činjenice. 
To zneči ipak nekakva suradnje sa centrima 
moći koji Ipak objektivno gospodare tim 
prostorom, e čini mi se de ste tu uspjeli 
postići određenu suradnju. Pitanje Je koliko je 
to kompromis trenutka | pitanje je ima U 
potentnost de zaživi u budučnost! III je to 
nešto što je samo ad hoc. 


Platiorme 9,81 Gotovo svi pnmjen koji postoje 
pokazali su da je to moguca, ali s nekim konaćnim 
trajanjem | uz određene poličke pretpostavke 
Kada govoriš o ceninma moci, pn tome svakako 
mislš ne samo na stvarne vlasnike tih prostora + 
Jude koji upravljaju tm prostorima Dakle mi 
jesmo uspjeli sa gradom uspostaviti komunikaciju 1 
Suradnju po tom pitanju i nadam se da cemo 
uspet: uspostaviti komunikaciju s nekim drugim 
autontetma kop na gospodare fizčkim prostorom 
nego na nek način gospodare sa teonjskim 
diskursom o prostoru 1 u poziciji $u da se takve 
načini djalovanje pnhvate (eko se radi o kuttumim 
događajima ili urbanom planiranju) | proglase 
važnim za profesiju 1 samim time za društvo 
Medutim mi sa tm centnma moći komuniciramo 1 
dodatno fitnramo, testiramo projekt na nekakav 
drugi način 

Doista mislim da se kroz ove projekta proizvodi 
drug: tip znanja Naima. vrlo je jasno bilo nekome 
z grada čuti da će prvremenim naseljavanjem th 
prostora oni dobiti neku drugu memoriju čuvajući 
se od propadanja, pa će sm možda porast: 
wnjednost To su neke vrlo razičte stvan S druge 
strane možda dosta neko hibndno poimanje 
kuhume produkcije | nek; mješoviti sadržaji mogu 
utjecat na kultumu proizvodnju koju će možda 
usvojiti HNK za 15 godina, nego već danas 
imamo prostome situacije u kojima male firme 1 
uredi gotovo komerciain biznis. upravo dijele 
prostor na temelju nibndnih 1 feksibánin prostomh 
dispoztiva koj proizvoda | drugacye 
mikroskonomske odnose: 


MM Jedan od boljih načina da povecaš 


vrijednost svojoj nekretnini jest tej da ona 
stekne kultur: background, 


Platforma 9,91 Dovolno je stvan je vec 
izmisjeno da ih možemo prmyent: Bih operativan 
u vlasttoj okolini podrazumjeva potpunu suradnju 


svih aktera koji djeluju u prostoru Problem je u 
tome sto prostome politike svoj formalni okvir 
nalaze u urbanistčkim planovima | sustavu 
zakona Dokle god vizija razvoja ne ude u 
Generalni Urbanistička Plan, dotle one na postoji 
kao realna akcija u prostoru 


Pletforma 9,81 Problem je što je GUP spor i sto 
se zapravo ne može brzo mijenjati koliko se brzo 
može mijenjati stanja u prostoru | koliko se te 
Incyatve mogu pojavljivati 1 nestajati 


MM. Ali GUP je i delte glavni modulator stvan 
1 svih prostornih odnosa, a činjenice je da je 
legislativa vezene ze GUP, pa tako | ze 
prostore nižeg reda, prilicno diskutebline 1 
vrlo zatvorene za bilo koju vrstu aktivizma 
Štoviše, ne samo da se za detaljne plenove 
nužno ne rasplsuju javni | pozivni netječaji, 
nego se resplsuju natječaji koji su rekltuélvo. 
modenrani kroz ponudu, To znači de se 
odluke ne donoee po pitanju kvelitete Ideje, 
nego po pitenju cjene Govorimo o vrlo 
realnoj situaciji Gdje bi tu mogli integrirati 
vaše espirecye | vaše pokušaje? Načelno smo 
svojevremeno razgovarali o Pletforminom 
konzaltingu Postoji lı tu nekekva mogučnost 
de se pronađe operativni princip, de se zbilja 
eudjeluje u izradi pleneke urbanističke 
dokumentacije, što je preduvjet za eve? 


Platforme 9,81 Preduvjet da se potencijal th 
Zona koje smo mi mapirali kao prazne lokacije u 
GUP-u proglase zonama za koje je obavezan 
detaljan urbanistički plan jer za neke od nih DUP 
uopce nye propisan To je vrlo jednostrano 
riješeno, samim time što se nekakav gredski 
interes u tome prepoznao kroz jedan određeni tip 
razvoja. Te bi sé zone prepoznale kao nešto o 
čemu je potrebno promisliti uz detaljan 
urbanistički plan koji će kroz javni netjačaj okupiti 
veći broj kvalitetnih našenja 


Pietforme 9,81 Postoji | drugi pristup da sa 
ukazuje na mogućnost primjane necege što nije 
više ni detaljen urbanistički plan već nešto što je 
suptinje | manjeg mjerila Recimo, sustav pozicija 
ovin prostora koji je tematiziran Nevidijivim 
Zagrebom je nužno vezan za nekakav razvoj 
Indusinje s početka prošlog stoljeća li s kraja 
pretproslog Ono što sva te prostora nužno locira 
u današnji centar grada ili neka Sid centar, 1 oni, S 
obzirom da su tako točkasto raspodijeljeni po 
širem centru, siguro bi mogli ntegnrano (ako bi 
se nacinila studia) bit jedan vro Interesantan 
sistem koj ne bi bio jedan planski nadelement kao 
što je GUP niti bi bio detaljan plan vezan za 
lokaciju nego mreža lokacija koja bi mele utjecaja 
na razvoj grada To je nekakva forma koja je 
između planova. s obzirom na 10 da su danas 
hrerarhgski podjeljeni 1 statični 


Platforma 9,81 Platforma je stoga zalntaresirana. 
da buda dio konzalting tima koji se brine za javno 
dobra Različiti programi faciltiranya | urbanog 
pregovaranja, istraživanja th radionice koje znamo 
organizirati mogu Ot dio novih usluga u 
arhitektun To je mjesto koje mi sebi možemo 
zamusit u nekom razvoju s to bi rado radii. No 
kao sto ù kažeš takvi planovi još uvijek ne 


postoje tako operativni planom toliko prilagodeni 
danas Još nisu izmisljeni 


Platforma 9,81 Ono što je sigurno potrebno 
Zagrebu | planenma u gradu, ljudima koji se dave 
gospodarenjem grada u bilo kom drugom 
pogledu jest povezivanje Sada je situacija u 
gradu takva da postoje slini uredi koji uopce nisu 
povezan: to su nekakve interesne sfere 1 doista 
niko unutar nekog pojedinog ureda nena 
kompletnu sliku Činjenica da ljudi koji se bave 
planiranjem kulture u gradu Zagrebu nemaju 
doticaja s ljudima ili ne prevoda svoje mišljenje 
ljudima koji se bave gospodarenjem grada 
ekonomskim gospodarenjem Il se bave 
nekretninama ili samim urbanistima 


Platforma 9,81: Znači možeš govori da jo 
interesantno kada se dešavaju kolgye, pa se 
dešavaju čudesa ali u načelu čini mi se da se u 
Jednoj pseudometropali, kao što je Zagreb to baš 
| ne dešava Naša aktivnost se dosta ogleda kroz 
našu pomoc u organizaciji : omogućavanju da ljudi 
koji imaju zakonodavnu formalnu moć da nešto 
odluče o gradu ı prostoru općenito budu stavljeni 
u poziciju da čuju sve zainteresirane za prostor 


Platforma 9,81 Ali ono o čemu mi pičamo je 
zastrašujuće da žmmo u gradu ih države gdje se 
SVI osjecarna da se nitko ne bnna za javno dobro 
To je ono mjesto gdje mi vidimo veliku rupu - 
tretiranje javnog dabra 1 to jatema ta okupacija 
javnog dobra kojom se intenzino bavimo 
Tražimo | pokušavamo detektirati sve modalitete u 
kojima sa ona dogada | pokušati konstruirati 
nakakva drugačija rješenja nekakve altemetivne 
scenama u kojima bi se prostor mogao razviti u 
Javnu, opću konst 


Platforma 9,81 Hrvatska ja naglo iz jednog super 
javnog sistema Ili baram iz sistema koji e hinio da 
bude javan, skočila kroz 90-te u našu verziju 
naoliberalnog kapitalizme koji se poklopio sa 
globalizacijom | to Je dovelo do specifična tranzicije 
tentorija Uz sve druge speeri¢ne fenomena koji su 
doveli državu do činjenica da ja iz neka 
superjavnosti došlo do superpnvatnosti li delira 
osobnog interesa Takva je situacija sigurno 
kreirala specifična odnose kao 1 nepostojanje 
nekoga iko se bavi javnošću U situacy gdje 
državne institucije to ne prepoznaju, iii barem 
nemaju alata da se nose s takvom situacijom 
otvara se prostor za nekoga iko Ima vizu a ako je 
mi imamo onda smo to možda ml lu nstke drugi 
koji bi to mogao usmjeri | ukazati na pravu temu 
Spajanje tih ljudi | prevodanja njihovih znanja 1 
partikularnih vizija. prva je usluga Konzalting kao 
spajanje | prevođenje 


MM: Postoji ti komunikacijska specifičnost 
koja oblikuja vaše javna akcija i usmjerava ih 
u različitim pravcima? 


Platforma 9,81 Spommjuči razne strategije o 
kojima smo razgovarali mislim da je društvo 
pogodno za to s obzirom da funkcionira na 
proizvodnji želje S druge strane prostor je također 
postao roba pa mislim da je takva jedna medijska 
situacije | pozicija društva savršena za promocgu 
Javnog prostora. odnosno kreiranja želje 
"običnom" covjeku da želi javni prostor da zeli 


dobar automobi! ili dobro dizainiran sat, tako netko 
moze želeti, Osim svoje vile, | dobro dizajniran javni 
prostor 


Platforma 9,81 Mi govorimo o tome da se radi o 
rom nekakvom prezentranju javnog prostora kao 
glamuroznog ifastyíea koji ce ljudi shvatiti ukoliko 
To postane nekakva vrlo mtgresamna onjentacya 1 
statusni smbol a s druge strane smo jako svjesni 
da je to jedan dugotrajan proces kojeg treba furati 
kroz edukaciju kroz srednje skole, ne samo na 
fakultetu, nego : kroz škole gde se ukida likovni 
odgoj kao jedna mogucnost da omladina išta 
nauče o zgrađenom prostoru Postoy jako puno 
strategija za to 1 ono šta mi odabiramo jest 
svakako uvjetovano nasim mogućnostima, ali pak 
U Velika, Većini m stvan promišljamo u suradnji s 
nekim drugim ljudima 


Platforma 9,81 Ts nebnga za javni prostor krava 
niz socjanih deformacija ı loših odnosa među 
ljudima Prostor uvjek utječe na ljude a isto tako 
odnosi među ljudima su potpuno vidljivi u 
prostoru, odnosno odnos između dva susjeda. 
vidjet ćeš U odnosu Između njihove dvije kuće 
Kroz te analize javnog prostora uočili smo jako 
puno fenomena naućili koliko smo se odmakil 1 
koliko smo zaboravili sve sto smo znali o javnom 
prostoru, AG nekih 80-tih kada smo se 108 uvijek 
svi bavili javnošću ı nekakvim društvenim dobama, 
do nekakvog ndmduaizma Način na KOJI su se 
promijeni: odnosi između ljudi 1 kako to utječe na 
prostor to su dramatične promjena 


Platforma 9,81 Mislim da je ta; odnos prema 
prostoru za vijeme samoupravnog socijeizna blo 
okirorani, kao što je 1 želja za pnvatnoscu bila 
suspregnuta pa je onda recimo nacionalizam 
skočio U svojim naggonm oblicima S oozrom da 
Je ta nekakva javnost mozda bila umjetno krerrana, 
onda je | sama reakcja na to bila brza Možda se 
Samo radi o nekim mehanizmima kontrole ne 
treba možda idealizret društvo niti čovjeka radi se 
samo o mehanizmima kontrole i načinima da 
svatko sudjeluje u procesu, načinima da niko ne 
bude zaobiđen, da ga se ne pita 


Platforma 9,81 S tm da ja to, na naka način, 
gotovo : bitan psihološki renomoen. upravo s 
obzirom na tu promjenu onoga što js nekada bilo 
kolektivno, a sada se pretvorilo u ndimdualno 
Nešto nis nikada imao | sada si to dobio | žekš to 
iskonstrti do krajnost da gubiš sve kntenje To je 
alementarna psihologija koja gotovo da nadilazi 
bilo kakve termine urbanističkog ill javnoga ill bilo 
čega, govonma o nečemu čisto hudskome 


Platforma 9,81 Da, ali tu e jedna bitna 
komponenta sto postoje ljudi koji au za to 
odgovom: 1 kop su za to zaduženi. da takva pravila 
1 znanje u prostoru drže 1 provode to su urbanist, 
političan arhitekt; uch kog provode nekakav 
zakon odnosno oni koji ga pišu Ako se an time. 
ne bava | ako je njihova praksa raskidiva, onda se 
sve raspada Krajnji konsnik možda i ne mora 
poznavati sve to. ali dovoljno je da sluša nekoga 
tka a tome nešto zna : bri ce mu ok. Super 
funkoonira onaj slogan Jenny Holzer Protect me 
from what ! want Zapravo to treba današnjim 
ijudima 


Platforma 9,81 Danasnji ljudima treba neka vrst grupne terapije 


Platforma 9,81 Mislim da je pitanje suradnje važno jer je javni prostor proizvod suradnje između ljudi Ja 

ti možemo surađivati ukoliko prepoznamo neke vro bazične zajednicka interese. Nye teško doktonma 
kada promovraju lijek protv bolesti isprovocirati potrebu za tim ljekom kada pokazu bolesna pluca ili 
recimo rak koji se razvio | metastazirao u trbušnoj šupljini Sto se tide prostora, reprezentacija takvih rak 
rana il metastaza u prostoru jednostavno Je još neprepoznatliva jer na posto; kultura Kako možeš 
preplašii nekoga u Stobreću ili nakim drugim lokacijama po Hrvatskoj, ako mu pokažeš da ovo od cega 
boluje a ne zna da boluje, jest doista strašno To je dosta pitanje ovog znanja Ljudi ne vjeruju ono 
čemu ljudi vjeruju to su neki kvantficirani, zmjerijvi podaci neki dokaz da se nešto dogodilo To je ono 
problematično s prostorom | načinima njegove prezentacije 


Platforma 9,81. Činjenica da nekakav vrhunska mtalektualac šef u banci dakle nekakav stup društva, 
Svoj životni st! 1 standard bazira na dobrom autu koji je kvalitetan jer je Mercedes : na dobroj odjeci nekog 
kreatora, ! svi znaju da Je to dobro ah njemu nie jasno, 1 nikome nije jasno a samim tim to nye jasno ni 
društvu zbog čega on stanuje u neadekvatnom prostomom okruženju, bez adekvatne prostorne | 
komunalne infrastrukture Dakle, stupovi društva pokazuju nedostatak kulture prostora 


Maroje Mrduljaš, arhitokt iz Zagreba 


New Types Of 
Public Spaces 


A Conversation with 
Platforma 9 81 


On behalf of Platforma 9 81 Mranca Veljacic, 
Damir Blažević, Dinko Peračic 1 Marko Sancanin 


Conducted by Maroje Mrduja: 


Translated by David Prpa 


Platforma 9 81 1s an architecture and media platform that explores spatia! and urban phenomena in the 
context of shifting poliical, economic and cultural identrües of Croatia. new methods in design prachce, 
nev crossdiscipinary educational networks They promote activism and new urban tehnics using public 


events and mass media 


Maroje Mrduljaš Platforma 9.81 was formad 
in 1999 within the Faculty of Architecture, but 
in @ way beyond or parallei with tha 
institution, as a sort of e giobal initiativa. Tha 
Platforme was constituted by its innar 
orgenizatlona! core and operatives who daalt 
with specific assignments during that panod, 
mostly with lecture orgenization it also in a 
wey movad tha whole scene and established 
a kind of parallel education. Whet Interests 
ma, looking from your perspective, Is the wey 
in which functioned the relationship between 
the people who are initiating something and 
those moved by the Initativa 


Platforma 9.81 The Platforma in fact emerged 
from the need to tak about architectural subjects 
m à popular and acceptable way, to demystify 
architecture and release tt of rts burden of 
complicated terms which often lead to the 
creation of faise authorities, and to create in e wey 
a fruitful environment for ourselves. who initeted 
the whole thing, in which we would be able to 
work in years 10 come We falt that by creating e 
group of people which would work on making 
architecture more popular, and by creating an 
audience to consume it, we would in ten years 
time have a ceram mieu where more advanced 
Ideas would be more easily accepted among 
people and in the culture of architecture and 
space in genera! It was an attitude The possibly 
interesting thing about our approach is that we 
from the very beginning experimented with the 
media It started with a students’ magazine which 
we had formally inhented, but on which at the 
beginning we agreed rt represented absolutely 
Inadequate form of communication in architecture 
So we tned to tum it into a different medium which 
would facilitate getting through to collaborators 
and the audience First we made s magazine thet 
was not really a magazine, we pated matenal 
with individual stones published separately as 
feulletons They were published as soon as they 
were collected We then realized t does not 
functlon well as a medium, that it does not attract 
large quaniity or people mstantly, and that as a 
medium is not communicative enough. We had 
several phases of changing the concept, that is, 
experimenting with the medium, which in fact 
happened repeatedly from year to year, always In 
a completely new form The most popular were 
the lectures absolutely the most frequented form 
and very simple to organize A lot of people can 
always jon m help, feel useful, and it was also 
possible to create a large audience Those 
lectures were a real hit and in e way they 
generated a whole scene of people engaged with 
ihe Platforma beng at the same time the audience 


itself and actually the entira urban scene, we 
came to realize that it was a good medium But 
we wanted mora than that What we have done 
was nor the creabon of the scene A batter 
denominator would be an active audience A 
scene implies other creators doing other things or 
same things in a different way That meant 
competition and cooperation at the same time 
something Stil missing 


MM At the Feculty of Architecture in Zagreb 
erchitecture ia bang practiced as a pura 
discipline, and within that context has a very 
stnct eudience That maans architecture 
solely for architects, in a traditlonal and tha 
most architecturol possible way | fes! that the 
Platforma tried ond even moda a 
breakthrough, stepping outside the pure 
discipline, by the very fact thet the form, tha 
medium of those lacturas, was different, and 
ot the sama time | think It questioned certain 
themes which wara e bli marginal, aomewhet 
more Interdisciplinery, thus mayba attracting 
audlence not exclueively erchitectural, but 
simply Intarested in the problam of space, 
and also in tha issue of ectivism in space 


Platforma 9.81 Gradually we rezhzed how 
specific the formation of 9 87 was There is 
nothing unusua! about people in any educational 
community, like an university, always forming 
groups in some way The common thing with the 
type of facutties and professions considered 
artistic disciplines (de ones that have pronounced 
authorship like architects or artists) is that people 
form groups on grounds of certain sesthetic 
preferences shared Then the students of 
architecture for exemple, people attending same 
workshops cooperating In compettions, build 
common des gner preferences, form groups and 
eventually establish offices We were interesting 
because we did not form a group on that 
pnnciple but our motif, our starting point for 
malong the Platforma was in fact ideological e 
politcal we shared same values At a certain point 
we recognized a problem in school of architecture 
We detected a low-level communication between 
students students and professors, architecture 
and the public communication on all levels 
Somehow we felt there was no communication 
and that subjects wera not brought up because 
every open communication basically singles out 
the real probiems 


Platforma 9 81 A'ter some time questions 
became pretty obvious What is the alternative to 
all that and what constitutes a change in relation 
to the iraditional way of learning in archrtecture? 
Or to ihe people educated in a traditional way 


who attend design studios. and are possibly extra 
interested so they read books or attend 
exhibitions? What is the alternative to the tutor 
authonty which you cannot choose, but is 
assigned to you? The one who in besi of cases. if 
rt does not succasd in forming you on grounds of 
your mner charactenstics offers you a prosthesis 
that helps you dunng your studies, but canner 
help you to ‘earn to walk 


Platforma 9 81 We tned learning one from 
another, tned to bring people which would help 
them to learn more, those not working at the 
Taculty, those we wanted to hear, also by 
additional attending by ourselves and a group of 
people around us to discuss certain problems to 
share knowledge, to choose information by 
yourself That makes the network of people you 
create important: Because when you organize 
thirty lectures of your own choice, it is lika having 
been to a faculty where you had a team of 
professors of your own choice The lectures are 
media through which you attracted them to form. 
their thoughts, to put and tormulate them as to 
represent new education, instead of a casual 
conversation itis that what matters, and precisely 
this shanng which we insbtutionalized ts somewhat 
alternative, existing beside the official system 


Platforma 9,81 With those lectures we were m 
fact trying to create a metaaducational system, a 
parallel leve! of education for students, because 
students in ract form a large portion of our 
audience What ss Interesting is that we even 
today, the core of people who had started 
everything, ere still that same group + Ocassionalty 
the rela of people who mars or less intensely 
cooperate with us expands, depending on the 
intensity of projects 


Platforma 9.81 | think that the reason of the 
fluctuating number of people and the amva of 
new ones who also disappear dunng the process, 
IS not related as much to their qualiies as it is to 
the whole system of architectural production, re. 
to that what an architect is supposed to do The 
Issue 15 architectural connected to cultural more 
than it i$ widely believed 


Platforma 9 81 Exactiy, but wth the desira to do 
author projects and above all design, in fact the 
dese for selfpromotion has influenced people to 
spend short time working with the Platforma They 
believe they are waisting ther tme On the other 
hand, we are just beginning to deal with design 
and do not share common form-related 
Preferences 


Platforma 981 Sure we do 


Platforma 9.81 Yes, but when you look better, they 
surey are not the frst nput or a predictibie attitude | 
beleve that when we work on projects they 
completely differ; t s difficult to establish a cannecton. 
We truly start from some completely different postions. 
So far we did noi succeed n developing a 
recognizable and referertal desgner expresson. not 
in a sense as tts defined today by the archtectural 
practice It sounds exciting the possibitty that our 
expression coud develop out ot a politcal attitude of 
cultural people Especally today when expression n 


the traditora sense s not possible. 


Platforma 9 81 The difference bes in that shanng 
leaming gaming profir from communication which 
is not unusual for architects They do not share 
new knowledge or inromahon among ihemsenes 
In Croata there are no congresses theresa 
minimal number of workshops, at the raculty 
people are not taught to work in teams situations 
as these do not exist. 


MM Ina way, the architectural scene is 
Showbiz onented, if we talk about events 
such as “Dani Onsa” or similar events, which 
represent the old system and on the other 
hand are extremely un-interactve It seems to 
me that Platforma 9.81 is completely 
different, taking into consideration the fact 
that the Platforma is always open to co- 
operation; that as much as it givas, it equally 
recaives. You do not basically appoint 
yourselves as tha authorities, you are a 
platform, you creata possibilities; the thing 
that follows is just a consequence of this 
opening-up. 


Platforma 9.81 For me the question is what type 
of architecture as a cultural product we promote 
because the one made by “Ons” is a type of 
representabve elte culture culture based on 
singular identibes of architects as individuals, while 
Our work in a cortan way has always been more 
connectad to the collective producbon, popular 
culture and actmsm Our opennes was most 
certainly related to a different approach This 
approach of communication as self-education as 
a method brought about ts ambiance and the 
way of work related to us Even today when wa 
are invited to cooperation or when people try to 
communicate through our projects they expect 
thal type of product and communication 


As much as we ined laraly to establish dentty and 
do some very concrete things at the same time 
we try to mantan a “low profile" within which 
everyone can find ther place and parhopate 


Platforma 9.81 Exactly the partcipanon of a 
great number of people is where you receve 
benefit rom Every individua) learns a lot there 
especialy when you start getting creative 
Contribubons from people who established 
commurecabon Then its usaful 


Platforma 9.81 You could say we recognzed a 
Chronic lack of social mteligence with us 
architects and we ined somehow through the 
culture of dialogue to develop this social 
mteligence Someone s naturally gfted m it but 
no one is bom possesng social nteligence It 
developes ike everything ese. Our work and 
what we do's a long, constant effort because 
culture mptes duration The culture of space is 
not a product, but a continuous process subject 
to constant transfommation and to achreve a 
certan level you have to work on t constantiy We 
never had any flusons we could change anything 
alone, t was important for us to bring and include 
as many people as possible, Also, we never saw 
ourselves as an important factor as an authorny 
as someone who produces. we had these silly 


flusions about audience beng the creator We stil 
beveve that the public must become the creator 


Platforma 9 81 With that intentor we started 
organzng things as tota! events a lecture ora 
discussion where four hundred architects observe 
and listen to wnat they find interesting and 
aferwards discuss ii and hang out It is definitely 
better than an autstic meeting of people talking 
about general urban plan where no one is really 
interested in saying anything or nmating any kind 
of change But | claim that nevertheless out of four 
nundred people (the upper fimt of people 
attending our lectures) 90 percent were architects 
which is interesting from the point of wew whether 
'we succeeded in making architecture popular or 
succeeded in getting other people motivated 


Platforma 9.81 Another thing Is interesting The 
Platforma is possible in this transitional situation 
we are in In a regulated system which functions 
in which communication is wall set and education 
is good there s no need for a platform In that 
case more often research teams or on the other 
nand anarchic groups are formed, that engage in 
open diversions against the system in general 


MM Although you are all that at the same tima. 


Platforma 9.81 This Is exactly what ! am trying to 
explain A group emerges as an expression of 
resistence and cntaue towards the system and an 
attempt of achieving narrow interests of the group 
members We also created a system within tha 
system But what we saw as a potential is a 
possibilty of cooperation with the big system on 
new pnniciples After you have used well tha inital 
energy of confrontabon, you should stop opposing 
and into your own network of cooperators include: 
even those you were discordant with The space 
we share is too narrow to avoid contact Informal 
methods and certan rererences and authority 
resetting help us to be much more operative than 
big institutions. We isamed very soon that certain 
cooperation with everyone and the establishment 
of a parallel system which cooperates with the 
System are much needed at the faculty 


Platforma 9 81 Basically, this Is not about 
reaching for some better standards, we are just 
where we are and must think within the 
parameters and frameworks we operate in So | 
do not think this is necessary about catching up 
with something, but S smply an attempt to 
improve things that are currently not functioning, 
or to try finding another mode of communication 
We are doing exactly what is being missed 


Platforma 981 Yes but surely at one moment 
when the society reaches the level of order 
curently present in developed countnes, there will 
not æst a possibility: when all this communication 
gets Insttutonalzed at one moment the 
possibilty for the development of this intiatrve will 
see to exist. 


Platforma 9.81 | am not convinced When we 
started working and when we thought about what 
we could offer initate what we were doing and in 
what way, when we came across certain quality 
issues what people would find interesting, we 


instantly realized that the transtonal sriuaton is 
connected with the poverty of specie! culture of 
space Whalever you put on the table of the 
architectural scene it can pass because the table 
1s empty 


Surely with tha development and improved 
situation and standards in general including 
architecture, mamsrrsam becomes something that 
was dealt with by the marginal characters 
(whether members of the elne or subculture} | 
understand that what you are talking about has to 
do with the standard improvement which resincts 
and codifies the area of communicaton Soa 
more advanced scene also has the need for this 
type of activities and programmes in a way our 
work is local due to the themes and the sruation 
we are at, but is in fact very international because. 
we deal with problems and consider certain 
dangers of the progress which bangs exactly what 
we call a normal situation We af! desire normal 
situation but to normalize 1n tact means to set up 
standards to homogenize and produce codes 


Platforma 9.81 The important thing a blessing m 
disguise for us, 1s that the cnsis we wera in, was 
so visible and strong that ¢ encouraged this 
creativity To us it was very stimulating For 
instance in countnes faced with this type of 
problems you are referring to, like Austna or the 
Nethedands ( and we have all been around the 
word and saw our colleagues there), students 
exactly due to a semmingty good situation have 
far less motives to create such things to deal wtr 
these things The cnsis and a stsre of confict is 
also a state of increased creativity 


Platforma 9.81 This was visible ar events such 
as Otokultwator fi, and the EASA meating on Vis 


Platforma 9 81 When you compared, let us say, 
studants from Spain with the students from 
Romania, you could very vel: see to what extent 
someone :s interested in work and cooperation 


Platforma 9,81 A moment ago you touched 
upon an Interesting issue You said that at the 
faculty achitecture is practiced as a pure dicipline. 
1 believe there is no need descnbing in more detai! 
the inaccessibility of the scene which surely 
creates a situational incest Society nas changed 
so much that it has to perceve other disciplines m 
has to take while giang at the same ime We 
realized it and at a certain moment tred to receve 
different types of knowiedge and give them | think 
that progress has been made considenng the 
acceptance of different types of knowledge 
because somehow through our work emerged a 
network of peopie and contnbutors able to offer 
US a different kind of knowledge This knowledge 
was not purely architectural nor cid K develop 
through the architectural way of thinking But 1 
believe we did not succeed in sufficiently opening- 
up architecture towards other professions Our 
understanding of an interdisciplinary cooperation is 
stil very superficial supplementation and nave 
interpretations The level of complexity can be 
upgraded solely by transfermng knowledge Then 
cooperations based on conceptual permeation 
and confrontation take place A new architectura 


produc rs realy different then This s somethng 
we have just begun dealing vath 


MM. | would like to remind you of Groodanje 
u klaonici (Snowball fight at the 
slaughterhouse) where the Platforma was 
also involved and where two thousand people 
camc 


Platforma 9 81 ii s a specal case At the 
lectures a very heterogeneous sample of people is 
presam if you say thal 90 percent of them are 
architects, Ihen at least 50 percent of people 
came for the whole ambiance and the music. lt is 
atodi, a part of a popularzation process When 
you say Groodanje u kaona t means a total 
event a good party, DJs, VJs, cheap beer A 
roundabout strategy of promoting certain ideas 
and concepts explored by the Platforma Like the 
squatting tset The very action of taking over 
facilies not generally used or used for other 
purposes was in a way an achvisic architectural 
acton So we can freely say things consdered 
that the scene enlargement and encouragement 
of architectural activism was very pronounced 


Platforma 9.61 would like io clanfy a very tnval 
thing which we started using from the very 
beginning - the amanca, a space that means 
something (that is. t Goes not mean anything) 
Because when a student listens to an ex-cathedra 
lecture m a lecture hall or in the Club of architects, 
space charged with memones and unwrrren rules, 
ail tne people and the way these peopie act wih a 
simply well-established roubne then itis very 
common that the audience expects less, but also 
give less than sn a space less maaninglui, a space 
which is restnction-freee. So out of the space 
lacking m clear identity and informal ambiance 
they created temporary “educational botop" which 
is m fact a new type oi public space aiso 


Platforma 9.81 physical space is very 
important, an adjusted physical space ss stil 
something that encourages the most intensive 
type of communication. 


Platforma 981 A physical space is exactly that, 
because it holds the potential of expenences of a 
ceram ambiance Firstly, ts choice 4s arhculaton 
Through sound picture, and achon is exactly the 
uibmate architectural acton 


Platforma 9.81 The thing that seems to me vary 
important is exactly unmediated expenence. the 
‘one thal is not conveyed wa another medium 
Basically it represent immediate expenerce -the 
big role m it piays the music and how the body 
feels in the space, and a fact that you isten to the 
lecturer m person and are able to talk to hm 
afterwards, that tho entrance is free (because 
every unmedizted expenence has to be free 
money is aso a way of mediated communication ) 


Platforma 9.81 ti depends on the manner of 
speech, whether you are adressing someone 
informally of formally A! these are the ways 10 
improve mleracton And above al it is theme 
related Through al those two or tree seasons t 
was extremely important that the theme assigned 
to the lecture was dear end short enough so that 
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a suricient number cf people could understand 
and involve in the conversation in short not a 
retrospective, but a single project to make it as 
clear as possible and ready to be problematized 


MM. With the synergy within the scene | 
would like to come back to the fect that there 
1$ Certain parallelism with other initiatives. 
which started appeanng somewhat earlier or 
roughly at the same time in Zagreb. So beside 
the Pietforme approximately et the same ime 
MAMA also becomes more ective, together 
with other groups also dealing with space 
through some other modalities; for example 
Urban fostival which you hed elso worked 
with, as well as some other initletives. It Is 
obvious that there 1s something, both In time. 
and space, that encourages a specific type of 
organization. | do not know how you sae rt. 


Pletformo 9 81 tt must be the infiusnce of the 
society, thats. expenence of transition that 
Croata gonna through dunng the 90's The 
channels through which one could influence 
Soclery became very impenetrable- especially for 
Initiatives not coming from the institutions. It 
probably forced many people who had something 
to say who thought they had to express 
themselves and affect society, to try looking for 
different paths through which to operate To put it 
very simply It was making up for something that 
did not exist 


MM But it is obvious thet e number of 
nongovernmental, civilian, uninstitutlonelized 
Initlatives ore showing up and that they 
Influence more end more not onty cultural, but 
probably political life as wall The onty question 
is to what extent, and do you have e broader 
perspective of it? | know these things are 
difficutt to predict, but probably, based on your 
experience, you can see progrese within your 
work and ottitude towards the centors of powar. 


Pletforma 9,81 On one hand this is s global 
phenomerion m the sense of general deregulation 
where the mechanisms of a nation-state grow 
weaker Not only multinabonal market players are 
taking over the mechanisms of making decisions 
about realty but cman iniuauves are interacting 
as well and are develoong a “do-it-yoursel” 
mode of survival end influence on the community 
The situation here was much more fortunate for us 
because we had additional reasons to get sef- 
organized Due to it the scene that emerged us 
being e part of tt became strong. and on the 
other hand due to a different organization and 
informal way of communication, it soon 
‘succeeded in forming inks We are also e part of 
the network and al bigger projects we did were 
dona in collaboration 


Pletforme 9 81 This postive surrounding formed 
by the critical! mass ot well organized organizations 
and projects is like à happy miracle the EASA, 
MAMA, URK on "Otokulhvator" or WHW, CDU, 
BLOK involved in cur new projects, other groups 
and individuals ectually form the background we 
talked ebout out of which one can react taking 
‘them into consideration You encounter high 


Qualmy surrounding in which you find it easy to 
operate In cooperation with those people who 
have e similar style of work or posses a common 
vision of culture, one can leam a lot and carry out 
projects one could never do alone After all the 
transfer of knowledge is very near io actually 
happening because not only did we all develop. 
out of a need to challenge authorities In the areas 
we came from, but we all act on the margins of 
basic discipines which are only a part of our 
Kdentibes The general picture of what we do is 
Tormed in mutual cooperation 


Pletforme 9.81 It s strange that exactly the 
social situation made possible the realization of big 
projects | am refemng to the organizational and 
material leve! Our display for "Salon mladih" was 
put out for no monay (in companson with certain 
mtemational cntena) It was absolutely impossible 
to explain someone coming from the West the 
conditions under which we were working | 
remember working doing a project presentation 
for the students at TU Graz They did not 
understand a thing precisely because they could 
not realize something like that was possible that 
something can happen without tha state providing 
the money, because something costs that much 
or that the army transfers the whole cispley free of 
charge They were even more confused when 
they asked about our profit and our fee, and were 
Tod there was none, |e that we had not asked for 
ihe feas because we felt we were dong it for 
oursaives So this is absolutely something 
incomprehensible to people coming from other 
systems The social vacuum in which we were 
enthusiasm, knowledge and the nerve of people 
on the scene, made things possible exactly 
because In tha chaos we were given spacs of 
complete control over our work It (s freedom that 
creates energy and then you can really work for 
free Only then Itis that what made Vis or 
Newdlivi Zagreb possible Even the Platforma at 
the faculty was possible due to that, because after 
a while we really got sufficient support there 
Because no one could claim they were smart 
because they knew everything was falling apart 
They had to give e chance to someone who took 
the inttative No one could define whether our 
work was wrong or nght It enabled us to start 
para-educabon What the tuture of all that is and 
how it can develop is a different story | clalm we 
are still an extremely marginal scene We are 
perceived to some extent in Zegreb and that is 
OK but when when you go to any other city in 
Croatia, let us ssy to Split as the second largest 
city ths does not happen We are marginalized 
aven in Zagreb not only because our work is not 
appreciated so we are not offered posibilities in 
terms of finances or working space, but also 
because 1 is not seen as something important. | 
think we have marginal status. even within the 
architectural scene, because the things we do are 
not considered in the least important. nor are 
believed to produce a certain type of new 
knowledge necessary to architects We are an 
unknown asset an appendage which is nice. 
interesting, but absolutely unimportant to 
someone who designs houses 


Platforma 9.81 On the other hand, someons has 
to act in that direchon The space that the state 
leaves by losing contro! or leting rt go purposefully 
will be filled oy someone Someone will regulate 
certain processes among them those in space 
and architecture on the Croatan scene The 
question remains "Who wil r be?” Someone who 
Cares ror the public interest and public space, or 
someone interested in one's own profit 


Platforma 9 81 We do not sce future for 
inrtiatives like Ours, regardless of whether they deat 
with architecture, art, or human nghts in some or 
those institutions becoming powerful so as to 
decide on laws, but we pamanly think that e 
happy future consists of making the public 
competent by the use of tools, and by opening 
room for maneuver to be able to have influence on 
problems So in a way we are agents, 
representatves of the public, more than someone 
really wanting to become an Institution 


MM: That is true, but on the other hand, one 
cen elso see e certain contradiction in it, In 
terms that you were afterall constituted within 
the Faculty of Architecture, et least due to the 
fect that you were all students back then, that 
you were working, as | heve alreedy 
mentioned, within or beside the Faculty of 
Architecture, Today there is a completely 
different thing going on. In a certain way you 
have inherited what you did there and have 
become some kind of a brand - a 
transformation Is under way. There Is still the 
same solld core ot Platforma 9.81, still doing 
more or less the same or similar things, and 
some new people, | don't know how many, 
either are or are not there What does that in 
foct meon? This seems to me one ot the key 
questlone. 


Platforme 9.81 Do you think that we are tumng 
Into a closed organisation? 


MM: We ere not necessanly talking ebout 
institutionelisation but about the fect thet the 
same people are doing the same things in a 
project that, when rt was created, was not 
supposed to be like thls, The Platforma was 
supposed to be something fluid, something 
thet would always boast of new generations 
of activists Activists - where are they?! 


Platforme 9.81 If had succeeded in that | 
could be called Jesus Then the new generations 
woulo have camed on the same idea. But that not 
being the case we have tned really hard to recruit 
new people who would carry on the same dea, 
and we would be more than willing to leave rt alt 
over to them 


MM: I am not saying that this is exclusively 
your tauit What I am trying to say is that st is 
at the same time a problem ot the scene. 


Platforma 981 It is interesting that you have 
used the word brand, and you were totally nght to 
have used it, because we are indeed creating a 
corporabve image Consciousy and a bit 
unconsciously Consciousyy because we must 
become recognizable in the public eya m order to 


exer a greater influence or to atiract people who 
would work with us Unconsciously, we are 
surfenng some negative consequences cf ths 
strong identity we have carved oun for curseves. 
For example. some people or groups, mostly rom 
the architectural arcies, that would like to work 
with us are reluctant to do so because they Tear 
our klenity might swallow up thers 
Notwithstanding the tact that the whole identity 
story ts unproductive and thai we have succeeded 
In what we are dong precisely because we have 
never fussed too much over Our status and 
positon on the scene. we do understand how this 
Can pose a senous problem We are ail creating 
identities today This is what art is about The 
archiecis stil do not understand that rather than 
Creaiing something new they are just consuming 
‘the old and creating Kentbes We are spending a 
lot of ime on inverting some vague entry which 
would be clear and recognzabie enough The 
answer perhaps ts to De found in many diferent 
projects and in the constant alteranon of partners, 
topics and methods 


Platforma 9.81 The concept that has been 
present rom the beginning of the Pistforma 9 8+ 
is that is supposed to De tne platform, the basis 
for some alternative, creative natives coming 
from organisabons or actrasts, or simply 
speaking, for projects The Platforma ts here to 
offer matenal backup, knowledge and all the 
contacts contamed in tts base This is an ideal 
model which worked at hmes but mostly did nar 
This is interesting when we are discussing the 
grouo and the way it ts funcboning. So this model 
was wong but with time t tumed out that t was. 
always one and the same people taking upon 
themselves the creative process or the 
responsabity for organsaton And this ism fact a 
transformation of the angna! story, which points to 
the fact that the model right have been a utopia. 
or that an adequate method might not have been 
used to achieve the goal 


Pletforme 9.81 This ss all ike when you set our 
without knowing where you might end You have 
soma ideas. Something that interests you and that 
you would like to accompish, but in fact you do 
not have a Clue where you ara going You are 
hoping that the people that poned in m tner 
freshman year, and have been here all the ime 
wall adopt this way of thinking as something 
important because of the paralie! education they 
have been exposed to The tme has shown thal it 
s precisely this education that iS the most 
important thing in af thes 


Platforma 9.81 One could say that our network 
5 partners, at people wing to volumeer or work 
for a mnmal remunerabon, includes mosty 
mdmduals from non architectura! cercles. This is 
very mterestng Itis probably so because other 
actiast or whatever kind of groups need support 
preasely in finding working space or n 
merverbons This sbi looks to me ake a promsng 
situation Even if you do not get support from 
architects, the co-operation with others might gve 
you something that wall improve your opon, your 
‘working environment and tools always. 


Something unexpected 


Platforma 9 81 There is an amazing level or 
nconerency and lack of interest among architects 
about matters of common, general interest 
People cannot come to an agreement For 
example construction along the Adnatic coast is a 
buming issue All newspapers are writing about it 
Architects probably never talk about t among 
themselves They do nor want to take a joint stand 
on the matter they do not feel it, they do not 
believe that a conversation including two or more 
people could result in some benefit for their work 
m similar situations 


Platforma 9,81 | claim this is a maner of idenity, 
of what a certain architect is basing his soclal and 
symbolcai identity on This is now distorted. and 
we are somehow unable to see rt The story 
concerning the archrects (that is the story 
beginning at college and continuing throughout 
ther lives) and our notion of our own producton is 
absolutely out of proportion with reaity (not just in 
the Croatian context but in international as well) 
The object of an architect ss a house or a design 
ana this is what we believe we are good at Social 
influences on architecture have transtormed this 
profession, and nobody has asked us anything 
Other factors like the media, politics or public 
have today a graater influence on the matters 
concemeng the environment Ihat we ever will 
Architects must change and acquire new skilis if 
they want to have a say n regional planning 


MM: There i$ no doubt thet insecurity is 
something stimulating becouse it makes you 
re-exemine your views continuelly, it makes 
you search for what to do next and how to do 
it, but there Is definitely thet paredox, which 
we have already mentioned in this 
conversation, the paredox between being 
organised and belng open. Here appears to 
emerge a problem which seems almost 
unsoiveble In the circumstances as they are. 
This Is something | do not have an anewer to, 
something thet remeins an open question, a 
question you heve to deal with on e deily 
basis 


Pletforme 9 81 Talking about al! this, we have 
Tound that the core of the organisation has to be 
hermetic up to a certan pont in order for the thing 
to work But everything it produces has to be 
stmulating for the public to jon m. This is in fact 
the answer to what the Platforma is today It Is an 
organisational team including a few people 
working full-time and a few people joining In 
according to projects, but the ultimate goal of 
everything i$ always the public, this i$ now the 
mode and this is the way all associations work 


MM. Organising group work seems to be & 
strategic matter when working in architecture 
Do you deal with all this according to a plan 
or do experiences merely happen to you? 


Platforma 9.81 | de not know whether we are 
dealing with it according to some plan Mayoe A 
year ago we started working on a project which 
revolves around group intelligence What we have 
learned from our own expensnce is that group 


authorship and group work strategies are based 
on e bottom up panciple It is some land of an 
errergent creatraty which Is not dependant on the 
frame of reference or the authonty everything ts 
Subordinated to Instead the staring point is a 
vanety of different ideas and then everything is 
buit from the bottom up Everything is simply 
done together from the very beginning and 
according to some internal dynamics Some deas 
Survive and are transformed into a joint product in 
which everybody can see oneselt but in an odd 
way and you are not tne one you think you are 
This is always an exciting expenence The work 
process is something that is constantly testing 
group dynamics and it is just great how aware 
you become of all indiviaual intelligences The 
thing is at bres totaly heterogeneous and it 
Seems that a result that might satisfy everybody is 
completely but of reach. But there is another side 
to the whole story Final oroducts always with tme 
Create a frame o reference, or an identity which 
exerts influence on that which is to follow This 
then creates the opposte top down eltact You 
Suddenly realise that you have created a system 
which hinders your new ideas and dantties This 
IS the entity everybody feels when they come to 
the Platforme for the first ume In order to 
overcome this, you have no choice bul to work 
your head off and always start the bottom up 
process all over again, even st the cost of 
astablished identibes end high-quality standards 
This is like building a house but tsenng t down 
every tme you go to work so you hava to build it 
anew every time you come back home For such 
a thing, and at such a rate, a tent might do bettar 


Piatforma 9.81 On the other hand, «t i$ good to 
have thts clear-cut hierarchy, that ss to say 
distnbution ot work, bul what you must always. 
bear in mind is that the Ierarchy is transparent In 
other words, that the nies of the game are we'l- 
known to everybody, that it s not something 
mistified in any way, by us or by Ihem So 
differant interpretations of the hierarchy are 
allowed, but as long as all have an equal chance 
to seet 


MM: It seems this reeched its culmination in 
tha co-operation with the EASA and the 
collaboration on the Otokuftivetor proyact. 


Platforma 9.81 Otokulbvator wes a project on 
which we collaborated as a small segment of its 
production and organisation team | think that the 
area where we most coninbuted was in proposing 
and shaping the topics for the workshops It was 
an important expenence for us because we 
brought together cur members that constitute tha 
core of our group as wel as co-operated with a 
entca! mass ot creative ncimduals from other 
associations. The organisation team of 
Otokutivator mciuded three different associations. 
EASA - European Architectural Student Assembly 
mi£-MAMA and URK Močvara What ts important 
i$ that this Conglomerate including three 
associations was based on complementary 
interests. skills and organisational resources All 
this lead to the creation of such a diverse cultural 
biotop in deserted army barracks 


MM: It &gain turns out that the Otokuftivetor. 
project was basically something which ceme 
down to organisation, which means thet 
Pletforma 9.81 has never in any way 
proposed straight topics nor created some 
ngid framework It has rather always left the 
possibilty open for the people working on the 
project - moderators, tutors es well as 
participants - to take an open approach to 
the whole thing The goal has always been to 
accompiish that synergy which makes things 
happen, and ali this through openness and 
flexibte communication, one could say 
parallel education, so much different from tha 
acedemic ona. 


Pletforma 9.81 You have to be aware of two 
things First, 1 was a maximally adapted 
environment m which tha level of drect expenence. 
was extremely high Very banal facts demonstrate 
this tis summer people are relaxed everybody is 
at the same place all are cooking for each other 
everybody is eating at the same place everybody 
ts sleeping at the same place, some bands ere 
Playing then you dnnk beer and eat with those 
same bands in the cantine In other words. this iS 
a situation in which all this was possible and the 
level of creativity and of liberated informal 
communication was extremely high But some 
other problems arose here For example you were 
Supposed to dose yourself up with the level of 
informalty which in a way decreases as your 
productivity, that is to say the efficacy of your 
product, of what you want to produce, increases 
A8 you heve run the workshop, you know what 
people are capable of doing and under which 
circumstances 


Platforma 981 There s no doubt that over 50 
percent of the people who participated In 
Otokulivator do not tend to engage in this type of 
activity and oulture production However while 
they were there they were pleasantly surpnsed 
and more than satished with the whole thing For 
example some lecturers from foreign univarstiss 
felt the need to organise from time to time with 
their students this kind of communication and 
work What | find interesting In all this is that 
maybe this type of activity 9 kind of temporary 
utopie which Is pretty rare in of stendard 
producfion, could become common practice 


MM. Your Zagreb projects aiso include thet 
interesting aspect your Vis projects can boest 
of, Invisibla Zagreb operates in a one to one 
scala and Is making use of the activist 
mathods of appropnsting spaces and 
proclaiming them public property. 


Platforma 9.81 This could become an extremely 
poliicaiy charged issue because rt is tha strategic 
matter of our profession. the issue ct new types of 
pubic spaces which constitute the infrastructure 
for culture produchon After every Ofokultivator we 
ask ourselves what will happen wath the former 
army premises next year Are we going to while 
working on a project. use the premises offered to 
us only terrporanly without exerting any Influence 
whatsoever on the regional planning and cultural 
and econome policies. which may render these 


Spaces zones of special public interest and 
potential places of culture production? Or are we 
going to leave It all over to the market and the 
forces that govern it? This is a strategic matter 
Are we alongside with the things we are 
organising going to work sysiemabcally on 
preserving those spaces? When | am talking 
about this, | do not have in mind only the military 
infrastructure on the island of Vis but also the first 
industnal zone of Zagreb also the places that can 
from time to time (as the policy concerning the 
nghts to use certa placas and the ownership 
over them might never be fully developed and 
defined) host that kind of activities 


Platforma 9 81 The issue of efficiency is very 
Important how can you at ail be efficient in that 
regard? We primarily exert influence on regional 
planning through the media but also at meebngs 
and discussions where you meat people point to 
examples from other countries, lobby for a 
common causa 


Platforma 9.81 This project might be reduced to 
tha mere need to use those spaces invisible 
Zagreb ie in fact finding content for those tacities 
For tt you have people who do not know in which 
way to make use of those facilities they will never 
be used When you detect inmetives that might 
make good use of those faciities, and when you 
detect facilities that might prove nght for those 
initiatives, you have sutomatically made the first 
Step towards those facilities being used in a 
completely new way in other words for culture 
production Whan we spoke in public, we 
repeatedly used tha slogan We demand our nght 
to the city We were trying to bnng adout the state 
of affairs In which people would feel the need and 
have the opportunity to use the city 


Platforma 9,81 itis perticulariy Interesting how 
only after a few appearances in the mecka where 
this topic was discussed through a very simple 
discourse such a huga amount of people became 
aware of this Issue and how many individuals 
contacted us requesting space This closes the 
circle when talking about tha popularisation of 
architecture and the space topics Maybe this is 
the nght way to popularise something On tha 
other hand if some facilities in this case those 
that are on sale - are used from tme to time na 
way that is nether institutional nor profitable thal 
18 to Say, IN a much freer wey (the programme 
being heterogeneous and flexible), there is no 
doubt this can ensure the mode for further 
formation of these facilites for thelr further 
articulation maybe even new typology that might 
emerge there 


MM Thet i6 true but thara is one important 
prerequisite, or better said application of that 
fact That implies soma kind of co-operation 
with the centres of power, which, objectively 
Speaking, do govern this space, and it seems 
you have accomplished soma co-operation in 
that regard. Now, the quastion is whether we 
are talking about a spur-of-the-mornent 
compromise and whether it has a future or it 
Is only an ad ^oc aolution. 


Platforma 9 81 Almost all he exsting examples 
have proven it to be possible but with a clearly 
defined duration time and with some politica! 
Preconditions fulfilled When you are talking about 
the centres of power you no doubt do nol have 
m mind only the real owners and managers of 
those facimes We have therefore established 
communicator and co-operation with the city 
authonties, and | hope we wil do the seme with 
some other authomes that might not govern the 
physical space but do in a way govern the 
iheorstca! discourse on space and have the 
power to call these activities generally acceptable 
{whether tt is a cultural event or urban planning 
and important for the profession and consequently 
for the society However, we are communicating 
with these centres af power, thus additionally 
filtanng, testng our projects in an alternative way | 
really do think that these projects are generating 
an altemal ve knowledge It is clear to everybody 
that, if these facilites are temporarily given to 
somebody, this wil endow them vatn a different 
memory rescue them from diiapdabon, so their 
market value mighl dse These ars some very 
different things On the other hand, maybe mdeed 
some hybnd understanding of culture production 
mixed contents can not only infiuence culture 
production, which HNK (the Croatian National 
Theatre) might adopt as its policy in fifteen years 
but we already today can encounter housing 
Situations in which small companies and offices. 
mostly commercial business are shanng space 
precisely on the basis of hybnd and flexible space 
disposmons which produce different 
microeconomic relabons 


MM Ona of batter ways to increase tha 
market valua of your real estate, to gva it 
cultural background 


Platforma 9.81 Enough has been invented to be 
applied To be efficient in your own neighbourhood 
requires complete co-operabon of all space 
factors The problem lies in the fact that all policies 
of town planning find its formal framework in 
urban plans and n the leller of laws As long es a 
development plan does not become an integral 
part of an Urban Plan i| will not exist as a real 
action n space 


Platforma 9 8t The problem is thal Ine Urban 

Plans are slow and cannot change according to 

the actual state and the soeed at which mtatives 
appear and disappear 


MM: But the Urban Plan is still the main 
modulator of things and all spatial relations, 
while it Is a well-known fact that the 
legislation connacted to the Urban Pian as 
well as the spacas of lower rank Is pretty 
questlonable and very ctosed to any kind of 
activism Moreover, not only does there seem 
to be no obligatory soliciting for tenders for 
detailed plans, but the conditions are 
formulated axclusively according to those 
tenders. Thie means that it is not tha quality 
of tha idea but the pnce which is decisiva. 
Here wa are talking about a very real 
situation. And now, where do your aspirations 
and endeavours fit in all this? Some time ago 


wa talked, in purely general tarme, about 
Platforma Consulting Is there any possibility 
of coming up with an operativa pnnciple for 
really perticipating in the drawing up of town 
plens, which is the prerequisita for 
everything? 


Platforma 9.81 The prerequisite is as follows in 
order for the potentals of these zones to be 
fulfiiad, they should be rendered zones with an 
obligatory detailed urban plan by the Urban Pian 
since some of them do not even figure in the 
Urban Plan The solution to this was found very 
unilaterally as the city authonties saw ther interest 
in all this best safeguarded through a certain type 
of development These zones should however be 
fecognised as something which needs e detailed 
urban plan and solicrang tor tenders which will 
offer a greater number of high-quality solutons. 


Platforme 9 81 There is also this other approach 
which consists in suggesting the possible usa cf 
something which is no longer a detalled urban 
plan but something more eubtle and on ¢ smaller 
scale For example, the system of the positions of 
the acies that invisible Zagreb is focusing on is 
inextricably linked with the industnal development 
from the beginning or the twentieth or even the 
end of Ihe nineteenth century These ‘aciites are 
as a rule located in the present city centre or sn 
ihe broader centre, and as they are so eventy 
distributed, there is no doubt that Integrated fa 
Study were made, they could esslly become a 
very interesting system which would neither be e 
Superordinate element as is the Urban Plan nor a 
detailed plan for a precise location but e network 
of locations which would nfluenca town town 
Culture and space development 


Pietforma 9.81 Platforma ss therefore mlerested 
in a beng a part of the consulting team camg for 
ihe pubic good Different programmes of 
facilitation and urban negotiation, of research and 
the workshops we tend to organise could be a 
part of new services offered by architecture This 
15 the role we might assign ourselves In this 
Gevelopmant and this is what we would like to 
Go But as you have sad this kind of plans do 
not exist yet Operauve and adapted plans that we 
are talong about have not still been invented 


Pletíorma 9.81 What Zagreb and tha town 
planning or any other authonties definitely need s 
Integration What is happening now is that we 
heve a number of offices that ara not integrated at 
all, and neither of them has a complete picture It 
's a wel-known fact that people who are into 
Culture planning have no contacts nor do they 
exchange opinions with those who m fact govern 
the city no matter whether we are tallong about 
eccnomy or real estate town planning 


Platforme 9 81 So you could say that rris 
Interesting when collisions occur and miracles 
happen, but t seems to me that in such a 
pseudornetropolis as Zagreb is, these things do 
not really happen Our role should be in providing 
Support m organisation and in rendanng it possible“ 
for “he people who have the formal power to 

make decisions regarding the city and the space 


m general to hear what all the parties concerned 
have to say 


Platforma 9.81 But what we ara talking about is 
inghtering the fact that we are living in a city or a 
country where we all fee! nobody cares for public 
good This area - the treatment of public space - 
#5 In Our opinion unadequarely covered and this is 
where we come in We are searching for and 
trying to detect all the modalities in which the 
occupation of the public space happens, end we 
are trying to come up with some different 
solutions, some alternative scenarios in which 
space would be treated as public good 


Platforme 981 Croatia underwent a rapid 
transibon from a super public system, or a aystem 
that at least pretended to be public, to our version 
of neoliberal capitalism overlapping with 
globalisation in the ninaties which leed to à 
specific termtory transibon. Together with other 
speciic phenomena this caused that e country 
that was earlier cheractensed by the superoublic 
was now charsctensed by the superpnvate and 
the frenzy of personal interest Such a creation 
must have creeted specific relations as well as the 
non-existence of e body dealing with the public In 
a situation where state Instrutons do not 
recognise or do not have the necessary tools to 
deal with such e situation, there is room for 
somebody wit s vision If we have rt, then thle 
somebody is maybe us or somebody else who 
might provide the aght direction and toplo 
Bringing together those people and translating 
their knowledge and particular visions 15 the first 
Service 


MM is there something special about the 
discoursa which datarmines your public 
activity and organises it in different 
directions? 


Pletforma 9 81 Taking about different methods 
we have mentioned in this conversation, | believe 
the soclety to be particularly well-dispossd to this 
because it works on the principle of production of 
desire On tha other hand, space has become 
another commodity, so the situation we encounter 
today in the media and the postion the society 
finds tsek in favours the promoton of public 
space In other words, 1 creates a desire n 
common people for public space or à well- 
designed watch A person might apart from his or 
her villa Gosire as well a well-designed public 
space 


Platforma 9 81 We ere talking about presenting 
Public good as a glamorous lifestyle, which people 
wall accept as such f it is taken as a very 
interesting onentation and e status symbo! On the 
other hand we are more than aware that this is a 
1me-consuming process which has to be an 
integra! part of the educational process This Issue 
should be introduced in secondary schools and 
not only dealt with at the university level And what 
we have Is that Art which was the only 
opportunity young people had to learn something 
about space, is being banned from the secondary 
school cumculum There is a whole lot of 
strategies 10 achieve this and ours is no doubt 


dependant on tha circumstances under which we 
are operating, but we are stil managing to 
consider things and reach some kind of 
Conclusion in co-operation with others 


Platforma 981 This leck of concem for public 
space has created e senes of social deformations 
end bad interpersonal reletions Space has always 
infiuenced people Moreover Interpersonal 
relations can be seen in space For example, the 
relationship between two neighbours is reflected In 
the relation between their respective houses 
Analysing public space we have become ewera 
of many phenomena of how much we have 
abandoned and forgotten everything we knew 
about public space of how much we have 
changed from what we were like in the eighties 
when we were all still vary interested in the public: 
and common good. in comparison with present 
indiiduallsm Of how much the interpersonal 
relations have changed and what an effect this 
has had on space These are some drastic 
changes 


Platforma 9.81 | think thet this treetment of space 
dunng tha time of socialist self-management was 
imposed from above, and the desire for privacy 
was likewise suppressed so nahonalism sprang up 
in ts worst form Considering that tha public was 
perhaps artificially created, the reaction to this was 
swift Maybe we are here merely talking about 
some defense mechanisms, maybe one should 
not idealise the society or man This is mersty 
about defense mechanisms and procuring ways 
for including everybody m the process, for avoiding 
leaving somebody out or not asking them for their 
opinion 


Platforma 9.81 Moreover, this is in addition an 
Important psychological phenomenon considering 
the change from the collective into the individua! 
You heve never had it and now you have got it 
SO you want to use it to the utmost, osing any 
sense of control This is so to speak basic 
psychology which overshadows the approach to 
all this in urban or public terms Hers we are 
talking about something purely human 


Platforma 9.81 That ls true, but an important 
component of ail this s that there ara people 


Meroje Mrduljaš is architecl based In Zagreb 


Tesponsibla tor and in charge of sbcking to and 
enforcing the rules. These people are the town 
planning authonbes, politicians archrecis~ those 
making or enforcing a law f they are not dong 
this if thay do not perceme ther task as 
something binding, then everything falis apart The 
final user need not know all this They just have to 
Isten to somebody who does and they will be 
OK That Jenny Holzer's slogan is mere than 
appropnate here Protect me from what ! want 
This i$ exactly what people today need 


Platforma 9 81 People today need some kind of 
group therapy 


Platforma 9.81 | think the issue of co-operation 
ig Important because public space is afterall a 
product of group intelligence You and | can work 
together if we find some very basic common 
interests. Doctors, when promoting a cure for 
soma disease easily provoke a need for that cure 
by showing an X-ray of infected lungs or of cancer 
that has developed and spread to the abdomen 
However, when we are talking about space & 
Simple representabon of such infected wounds or 
metastases Is still unrecagnisable because there is 
no culture of space How can you fnghten 
somebody mom Stobrec or some other Croatian 
Town by showing tham that what they are suffenng 
rom, and they do not know that is something 
really terrible? This is indeed matter of knowledge 
and what all this is about People do not bebeve 
What people do believe in are some mathematica! 
figures, proof that something has happened This 
ts the tacky part mn relation with space and the 
ways in which it is presented 


Platforma 9.81 Its a fact that an intellectual or a 
bank manager, in other words somebody who s 
the pilar of society, will base ther lifestyle and 
standard of lining on a good car which is good 
because it is a Mercedes, and everybody knows 
that, and on designer clothes and everybody 
knows thase are good. But it :s not clear to him, 
nor to anybody, in other words it is not clear to 
the society, why he should Ive in an unedequate 
environment, without adequate spatial and 
communal infrastructure So, even the pilars of 
&ocety are showing lack of space culture 
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Potraga za lijekom u 
radovima Oreet Ashery 


U sklopu projekta Boinica, kuratorski tim Kontejner koji cine Sunčica Ostoic 1 Olga Majcen pred- 
stavio je umjetnicu Orset Ashery sa njezmm performansom Okupacya 1, H, slučaj Zeca Oreet 
Ashery je mterciscipinama umjetnica čiji projekti obuhvacaju performans, video, zvuk, fotografiju ı 
pisanje a postala Je nezaobilazan dio britanske ‘lve art" scene Školovana na Central St Martins 
Collage of Art and Design u Londonu, Oreet Ashery je najpoznatija po svojim performansima u 
ko) ma često preuzima ulogu alterega cmog muškarca ili ortodoksnog židova Marcusa Fischera 
Njezin rad konsti politiénost tjela | odnos prema kultun ı lokalitetu S Oreet Ashery je u Zagrebu o 
njezinu radu razgovarala Chery Smyth, irska kritičarka kustosica | pjesnikinja koji zw u Londonu 


Previo Ivona vkove 


Charry Smyth. Kao kntiCarka Oreetinog rada moram pnznati da ga smatram vrlo intere- 
santim. Sudjelovala sam u Nasmyesr se, jednome od njezinih performansa 1 osjetila sam se 
izloženom. Nije uvijek moguće biti distanciran, pogotovo zato što su pitanja udaljenosti i 
intimnosti stalno pnsutna u njazinu radu; pitanje vlastita pozicioniranja u odnosu prema 
performansu je ono što čini njazin rad tako posebnim i tako prikladnim. Oreet je rođena u 
Izraelu, no živi u Londonu gdje se od 1992. bavi performansom | videom. Ono što čini 
njezin rad posebnim ideja je o krelranju tranutaka društvenog kontakta koje teda koristi za 
istraživanje dihotomija roda, kulture, raligije | pojma granica Ona uvljek prelazi granicu 1 
testira prostor granice. Ja sam rođena u Sjevenoj Irskoj, a to nas na naki način obje čini 
dijelom dvaju različitih dijaspora. Pralaženje granica me je oduvijek zanimalo. Obje smo u 
egzilu djelomice ili vjerovatno zbog vjerskih 1 politickih razloga, razloga koji prozlaze iz 
roda, te takoder seksualnosti, Ja vollm način na koji ona postavlja ove granice samo kako 
bi ih razonla židov - nežidov, ortodoksan - sekuleran, queer - heteroseksualan, muškarac 
= žena ili transeksualac. Njezin rad također transgredira javni prostor, bilo da se radi o sobi 
u motelu, ulici, ili prostoru u koji pnstup imaju samo muškarci. Njezine lokacije susreta u 
kojima se desavaju ovi neobični trenutci društvenog kontakta su neobična mjesta | sma- 
tram da je to vrio izazovno. U Okupacip 11 # koja uključuje video 1 performans Oreet pro- 
prtuje nasilje i žudnju koji kolaju oko tjela kao lokaliteta. Ona koristi različite knnke u svom 
radu. U jednom performansu boji svoje lice u emo | istražuje neku vratu bivanja crncem, u 
drugome odijeva odjecu ortodoksnog židova, a u Okupaciji 11 II nosi grotesknu masku 
zeca koja poknva njezinu čitavu glavu. Ideja izloženosti 1 knnke još Je jeden oblik diho- 


tomye. Tijekom performansa ona mastur- 
bira gledajuci slike koje su projicirane iznad 
nje Ill u nekom drugome prostoru, Kada mi 
je prvi put rekla “Masturblrat ću uz 
nacističku pornografiju iz sedemdasetih", 
pokazale mi je neke od fotografije 1 je sam 
pomislile de su uzbudljive | groteskne 1 
fascinantne | sramotne, no Imele su taj 
erotičen osjecaj pa sam pomislila “znam 
kako će ovaj rad izgledeti", No, rad je 
evoluirao tijekom vremene | postepeno je 
uključivao prodajne kataloge video ignca, 
madicinske fotografije 1 slike izraelskih 
vojnike. Tako da gledatelj nije jednostevno 
uvučen u performans znajuci o kojoj razini 
zavođenja se radi, jer je sve uzburkano | 
naugodno ! uznemirujuće, | je sem počele 
razmišljati o fome što me može uzbuditi, e 
što ne, o tabuu ı njegovoj povredi. Tijekom 
ovog performansa Zec sat vremena 
pokuseve dosegnuti Klimeks | nije u stanju, 
čini se keo do je prezasićen slikama, tako 
nepednut stverime koje bi mu trebele pruži- 
ti uzitak, do Je s one strane njega. 
Doslovno unošenje, u ovom slučeju ruke, u 
prostor koji je prilično ranjiv vezeno je uz 
unošenja | nametanje nja sama u Izvedbeni 
prostor. Marcus Fischer je ortodoksni 
židovski alter ego koji Orest poprima kada 
odazi u prostore namijenjene samo 
muškarcima u Londonu, Berlinu, Izraelu, 
One takodar odvodi ovoj lik u sekuleme 
prostore u koja on sam nikede na bi ušeo | 
to Izazive velike tenzije. Razmišljam o per- 
formansu keo lijeku. Postoji četvrt u 
Londonu u kojoj žive Hesidi 1 u kojoj vlade 
sasvim drugačija atmosfera od one u 
drugim dijelovima Londona Keo nezidovke 
sam fescinirana tim prostorom iz kojeg sam 
isključeno, eli osjecam | dozu strahe koje 
nosi asocijaciju homeopatskog - preuzi- 
menje sličnosti kao proces liječenja. Voljele 
bih razgovorati o toma da Il mosturbacija 
može djelovati poput lijeka, o mogučnosti 
oslobadenje treume Ranije sam razgover- 
ala sa Oreet 1 razmišljala sam o oznaci na 
zaključanim vratima toeleta: zauzeto, te o 
onoj na otključanima: slobodno, Svide mi 
se ideje njezine sve veće praznine što je 
više obuzsta, zasicene elikerne, Redi se o 
nemogučnosti da se bude bilo što drugo, 
to jo čak više od praznine Prvi put kada 
sem vidjele Okupaciju pomislila sam na 
Unuternji svitak Carolee Schneemen | zani- 
malo me je ima lı nekog utjeceje, de Il je 
parformens inspinran idejom o fizičkom 
gutanju ı zatim rađanju. Orest, koji je tvoj 
pogled na tu temu? 

Oreet Ashery Ne znem koliko u Hrvatskoj 
znate o političkoj situacy u Izraelu ali misim 
da isto vnjedi za svaki slučaj vojne okupacije 
Hrvatska takoder ima tu povijest Ili slučaj 
Apartheida Kao Izraelka sam pokušavala 
razmišljati poput Palestinca Kakav je osjecaj 
kad je netko u tebi, u tvojoj svakodnevnici, u 
svemu što činiš To te kontrolira Ono što sam 
mogla zamisliti jest da netko gume nesto u 
mene To je bio najsnažniji način da sito 


predočim S druge strane odrastanje u Izraelu 
nosi sa sobom određenu vrstu clonizma 
nacionalizma | snažnog pranja mozga Od 
irenuika kada si rodena, odgajana si da da 
budeš vojnik, da brarus To cini cijeli etos 
Izraela To je jedan drugi osjecaj koji nosim, 
koji je istovrenemo nevidljiv Radi se o knvicr 
To is bot u želucu Sjetila sam se medija tz 
devetnaestog stoljeća i sktopiazme Ideja 
opsjednutosti sablasti 1 duhova 

Cherry Smyth: Kada govonmo o taritoriju | 
okupeciji, keko se osjecaš keda vidiš 
izraelsku zastavu? 

Oreat Ashery Osjetim sve osim ravnodušnost: 
Ne mogu biti ravnodušna oko toga To evocira 
sve vezano uz židovsku povijest | trenutačno 
stanje konflikta u državi Izrael, te moje vlastito 
mjesto unutar toga To je vrlo osobno O meni 
kao djevojčici, kao djetetu odraslom u 
Jeruzalemu, o toma kako se to sve uklapa u 
mene kao osobu 

Charry Smyih: Nedavno su protestanski 
Rojalisti u Belfastu objesili Izraslsku zes- 
tavu kako b! označili svoj teritorij kao domi- 
nantno-ugnjetavajuće skupina Katoličke, 
republikanske zajednice su objesile 
palestinske zastavo. Ove okupacije utječe 
ne sve nas poput viruse, nitko ne moža 
ostati revnodusen, 

Oreet Ashery Rad ne govon o okupaciji kao o 
negativnoj pojavi, već kao o nečemu što 
ostavlja trag u svima nama Upravo to me zan- 
ima koliko duboko to zadire gdje zadire i 
kako se ispoljava 

Cherry Smyth. Zanime me interakcije povl- 
jesti 1 pornografije u ovom redu, Zanimljivo 
je de su slike zevodijivije oko predočavaju 
nešto od čege nes dijeli određena disten- 
ce, o vrlo Je šokentno kade koristiš nove 
fotogrofije Izreelskih vojnike Britenski teo- 
retičar Adrian Rifkin govori o Holokeustu 
kao o rani koju je moguća zailjsčiti aamo 
kroz Izvođenje seksualnoga. All tl na izvo- 
dig nl seksuelnu dominaciju niti podavenje, 
ne postoji trenecendentna sublimecija u 
načinu na koji performans završeva, slike 
su destabilizrane. Kako si se osjećale 
ulazeći u tu krajnja seksuelnu arenu koju je 
moguće preoteti izvone? 
Oreet Ashery Misim da je pomografija jednos- 
tavno dvna Ne postoji ništa što ona ne koristi 
110 ja u biti divan primjer načina na koji 
funkcionira naša svijest Ne postoji ni Jedna 
stvar koju pornografija nye prilagodila za svoju 
uporabu Utipkajte u pretraživač na Internetu 
bilo koju nječ I pojavit će se pornogrefska 
fotografija bolnička pornografija, holokaust 
pomografija, bilo što pomografija | na neki 
način kroz pornografiju sve postaje u redu 
Govonm o vizualnoj kultun u kojoj živimo To Je 
zanimljiva apropnjacija načina na koji upijamo 
povijest, načina ns koji ona biva reproducirana 
1 kontekstualizirana Ne zanima me umjetnost 
Ništa se ne mijenja, slike se samo reproducira- 
ju 

Cherry Smyth: Mislim da svi na naki nečin 
pnstajemo ne lezernu tetišizaciju vojne 
ikonografija. Svi nosimo kamufiažne hleče 


iz Pustinjeke oluje. To djeluje razoruzeve- 
juce | oduzima toj ikonografiji moć da te 
ugnjetava. 

Oreet Ashery Sve to može biti mode 
Skinhead može označavati ı homoseksualca | 
terapiju ili modu Na ulici je teško odrediti tko 
je tko Ne možeš procijeniti keda prestaje biti 
moda ili fetë kada postaje stvarno 

Cherry Smyth: Ovaj red je također obilježen 
snežnim osjećejem Izolacije | usemljenosti, 
Masturbacija koje Je nejčešče vrlo privatne, 
postaje jeven Gin. Hotelsku sobu, Inaće vrlo 
kontrollrenu i intimnu sredinu koju dvoje 
ljudi dijele, bujice streneca okupira u 
Nasmješi se, Misliš li da je to vezano uz 
tvoj život Izreelke ven Izraela, uz tvoj 
nacionalni identitet? 

Oreet Ashery- Zec je opomena ı putovanje 
Jedne osobe ne radi se o kontaktu | Intimnosti 
Ovdje u Zagrebu bilo je kontekta između pub- 
like 1 Vojnika Sa Zecom nema kontekta osim 
promatranje Red! se o drugačijoj dinamici 
Cherry Smyth Koliko je važno gledati na 
Zeca kao na ženku, Zečicu? Tu preuzimaš 
ulogu muškog voejera koji masturbire pred 
nizom sliko. 

Oreet Ashery Ostali moji radovi su transrodni 
Likovi ponekad imaju penise, ponekad ženska 
grudi, all u ovom radu konstim ono što imam - 
vaginu Radi sa samo o konštenju onoge ćime 
raspolažem 

Cherry Smyth: Što bl moglo dovesti Zece 
do klimaksa? 

Oreet Ashery Zec ne može Svršiti nekon 
pojave televizije Saturacija slikama je presnaz- 
na 

Cherry Smyth: Možeš li našto reći o svom 
redu Plešući eo muskarcimo? 

Orest Ashery Radi se o intervenciji koju sam 
napravila Sveke godine se na sjeveru Izraela 
odvija velika proslave na kojoj plešu ortodoksni 
muškarci Ples je dozvoljen samo muškarcima 
1Ja sam poželjela plesati sa nima 

Cherry Smyth: Iznenadila me je senzusl- 
nost tog plesa. To nija nimelo nolik ostalim 
snimkama ortodoksnih židovskih muškara- 
ca. Da Il je bilo uzbudijivije no što si pret- 
postavijala? 

Orest Ashery Bilo Je osupnjujuće Nisam to 
očekivala. Bilo je vrlo homoerotióno Nije bilo 
lako snimiti religioznu ekstazu 

Cherry Smyth: Bivajući u ovim segregiranim 
prostorime kao žene, ti kršiš pravila Ima Il 
etičkih kontrelndikacija? 

Orest Ashery Mnogi smatraju da je to bilo 
sasvim neetično. uvredijivo 1 omalovažavajuće 
{ja moram razmišljati o tome do neke mjere, 
no ne razmišljam o tom radu u okviru pitanja 
etike 

Cherry Smyth. Moguća je reći da nije etićki 
isključit! žene No, bavljenja etiókim kon- 
tradikcljama se často javlje u tvom radu. 
Orest Ashery To je bio njihov prostor Radi se 
o vrsti kulturnog terorizma, no nitko nije ozli- 
jeden 

Cherry Smyth: No to ja takoder vrio human- 
Izirajuće za skupinu koja Ja stigmatizirena, 
ne samo u Izraalu, vač 1 u dijaspori. 


Oreet Ashery Mislim da sam bila tako 
uzbudena upravo zato što sam osjetila da pn 
padam Osjecaj je plemenski : ja sam osjetila 
da trebam biti tamo No istovremeno sam bile 
tamo samo zato jer sam varala Ali ne radi li se 
uvijek o varanju? Kad sjediš sa svojom obitelji 
za Božic, možda lazes o sebi kako bi mogla 
osjetiti da pripadas 

Cherry Smyth Nedavno sam čitala knjigu o 
emenčkoj slikarici Agnes Martin Njezin rad 
Je u biti estetički u suprotnosti sa tvojime, 
no ona je govorila da te bitan dio avanture 
odlazek u nepoznate teritonje | da upravo 
to čini umjetnost atrektivnom, Zašto se ti 
Izlažeš opasnosti? 

Oreet Ashery To je sasvim autobiografsko 
Odrastajuci u Jeruzalemu bilo mi je teško 
hodati 1 ortodoksnim 1 arapskim dijelovima 
grada, a ipak sam to činila 

Cherry Smyth: Ideja o preuzimenju drugog 
kulturnog | religijskog identiteta je kolncidi- 
rala sa fenomenom dreg kingova. Nimalo 
nolik glamuroznim dreg queenovima, Sint 
se daje kingovima bitnije biti prepoznat 
kao muškarac, no izvoditi. Ne želim reći da 
je tvoj rad proizašao Iz toga, vec iz istog 
kulturnog trenutka. 

Oreet Ashery U biti je to počela davno kada 
sam počela odljevati odjecu svog oca Radi se 
o fascnaciji preodijevanjem u drugi rod snazi 
koju to pruža | načinu na koji se tada osjecam 
Odjeca je sarno površinski sloj | pitanje je 
koliko duboko identitet u biti seže Ali Marcus 
Fischer je neko vrijeme sudjelovao na drag 
king sceni 

Cherry Smyth: izvele si performane tijekom 
kojeg si dela tzbryotl Davidovu zvijazdu na 
svojoj glavi. 

Oreet Ashery Postos Man Rayova fotografija 
Duchampa koji je izbrijao zvijezdu na svojoj 
glavi a želio je biti umjetnička zvjezda. Bila 
sam inspinrana time U Engleskoj ı SAD-u 
crnačka kultura mladih je u modi ı razmišljala 
sam o načinima na koje biti židovom može biti 
u trendu i moderno 

Cherry Smyth: U performensu Nasmješi se 
Marcus Fischer sjedi na krevetu u hotelskoj 
sobi, a posjetitelj može učiniti što god želi, 
Postoji kamera sa daljinskim okidačem | u 
jednom trenutku postetitelj može snimiti 
fotografu. Fotografija mu je kasnije 
poelana poštom. Ja sam tijekom perfor- 
mensa imala snažan osječaj konflikta 
Između poštovanja | potrebe da prekršim 
pravila | dotaknem nekoga tko izgleda kao 
Hasld kojemu nije dozvoljen dodir neži- 
dovke Istovremeno sam bila svjesna da je 
ispod kostima Oreet i da mogu raditi što 
god želim. Uz tebe ljudi pokazuju stereotip- 
no ponašanje prema Hasidima, a ! prema 
queer umjetnicima. Da li te bilo razlike pn- 
likom izvođenja Nasmješi se u različitim 
zemljama? Ili se radi samo o tome da svi 
mi trebamo ispovjednika? 

Oreet Ashery Svaki pojedinac je bio drugačiji, 
no svaki grad se je takoder razlikovao London 
je bio seksualno najekspiictny New York je 
bio zapanjujuci jer su posjetiteši osjecal da 


moraju biti izvodači Jedna posjetiteljica je žel- 
jela da ležim na njoj ! pjevam Nirvaninu pjes- 
mu, netko drugi je donio igru a jedan je pože- 
ho vnštati 

Cherry Smyth Mislim da je Iz toga nastala 
Okupacija, jer već si tada pozvala strance 
da zadiru u tvoje tijelo. 

Oreet Ashery željela sam više znati o Marcusu 
Fisheru, o tome što ljudi žele činiti s njim 
tjekom te tn minute Sto se dešava kada se 
ljudi sretnu Kako nastaje susret dvoje ljudi 
Nisu me uzneminis seksualne stvari to je 
poput posla koji obaviš, uznemunie su me psl- 
hološke stven 

Cherry Smyth Zesto misliš de sam otišla je 
video snimljen se tvojom obitelji u Izraelu, 1 
Svi oni ponavljaju “nismo ljuti ne tebe", 
Govore o tvojim odlukama kao o "životnom 
stilu" | jedva spominju situaciju u Izraelu. 
Oreet Ashery Kada napustiš Izrael prati te 
snažan osjećaj de si izdajnik, da si izdao 
zemlju No također je istina da danas obitelji 
žive diljem svijeta i da je ta veza izgubljena 
Jako mi je teško gledati taj film Svi oni govore 
o meni a u bit se radi o nima Moje majka se 
osjeća knvom mo; brat mi postavlja pitanje o 
mom tlu, no moje tlo ja tamo gdje su oni s 
kojima uživam biti 

Cherry Smyth: Kad razmišljam o tvom radu 
mislim na umjetnice keo što su Valle Export 
i Hannah Wilke. Tvoj red je takoder obil- 
ježen snažnim dokumentarističkim impul- 
som - grhivirenjem i snimanjem sebe. Je li 
dokumentami film utjecao na tebe? 

Oreet Ashery Danas su dokumentarci nalik art 
filmovima, no orginalno su se bavili dokumenti 
ranjem Pokušavam uvijek bit enti-gstetička, 
odoljeti da stvan ućinim ljepime 

Cherry Smyth: Koji su drugi umjetnici per- 
formansa utjecali no tebe? 

Oreet Ashery Paul Macarthy u velikoj mjen 
Također Sophie Calle sa Following Strangers 1 
Duchamp 

Cherry Smyth: Okrenuti zrcelo prema ljudi- 
me 1 pokazati im atranu sebe koju ne Zelo 
vidjeti. Da li je ikada itko reagirao neeilno ili 
agresivno? 

Oreet Ashery Nakon Nasmješi se ponekad 
dobijem elektronsku poštu sa porukom 'nat- 
Jerala si me da to činim" a ja nikada nikoga ne 
tjeram na ništa 

Cherry Smyth. Radi se o nemogućnosti 
preuzimanja odgovornosti, 

Oreet Ashery Jednom su me skoro pretukli u 
gay baru I nisam sigurna da li je problem bio u 
tome što se radilo o ortodoksnom muškarcu Ill 
su me prepoznali kao ženu 

Cherry Smyth: Možeš li se sjetiti trenuteke 
koji su pomogli definirati tvoj senzibilitet 
kao umjetnice | zašto si postela umjetni- 
com? 

Orest Ashery Kao dijete sam eksperimentirala 
sa zivotom kao izvedbom | izvedbom kao 
umjetnošću Konstantno eksperimentirayuci | 
ispitujući 


In search for 
medicine in the 
work of Oreet 
Ashery 


As a part of the project Hospital, the curators’ 
team Kontejner - Sunčica Ostoic and Olga 
Maj presented the artist Orest Ashery with 
formance Occupation i, li, the case of 
bit Oreet Ashery is an interdisciphinary 
986 projects include performance art 
video, sound, photography and wnting and 
who has become an unavoidable part of the 
British "live art’ scene Educated at Central St 
Martins College of Art and Design in London, 
Oreet Ashery is best known for her perform- 
ances when she takes over the alter-egos of a 
black man or the Orthodox Jew Marcus 
Fischer Her work uses politics of the body in 
relation to cuture and location She discussed 
her work in Zagreb with Cherry Smyth, Irish 
cntic, curator and poet living in London 


Charry Smyth: Speaking as a critic of 
Oreet’s work | have to say | find it quite 
Intaresting. | have been at ona of her per- 
formances - Say Cheese, and | was kind of 
implicated. You can’t always be removed 
and the question of distance and intimacy 
Is something that recurs In har work a lot, 
this idea of where you place yourself in 
relation to it is the reason it is so special 
and so pertinent Oreet was born in Israel 
and then moved to London and has been 
working in performance and video sinca 
1992 What I think is really special about 
her work Is this Idea that she sets up social 
contact, moments of social contact, and 
uses that to axplore dichotomies around 
gender, culture, religion and the idea of 
borders She is always crossing the border 
and testing the space of borders. And 
being Northern Insh myself, we're both 
kind of different diaspora and the idea of 
crossing the borders has always been so 
interesting to me. We are both in exile part- 
ly and possibly for religious, political rea- 
sons and reasons of gender, sexuality as 
well | love the way she sets up these bor- 
ders only to smash them up. Jew - gentile, 
orthodox - secular, queer - heterosexual, 
man - woman or trans. Another thing excit- 
ing about her work is that is transgresses 
public space, whether it is in a motel room 
or in the street, or a male only space. Her 


altea of encounter for these strenge 
moments of social contect occur In unusu- 
al places and I think that's very chelleng- 
ing. In Occupation I and Hl, which Includes 
à video and a performonce, Oreet exem- 
ines violence and desire eround the site of 
the body She uses various disguises in her 
work In one piece she palnts black paint 
on her fece and explores sort of being 
black end In others she tekes on the garb 
of an orthodox Jewish men and in 
Occupation ! and li she wears a very 
grotesque rabbit mask which covers her 
whole head. This idea of exposure and dis- 
guise Is another sort of dichotomy and 
what’s Interesting, she masturbates in real 
time to images that are projected above 
her or in another space, When | first heard 
her ssy “I'm going to be masturbating to 
nazi porn from the seventies", she showed 
me some of the images and | thought they 


were kind of thniling and grotesque end 
fascineting and shametul, but they have 
that erotic feel so I thought "I know what 
this piece will lock like", but In the time it 
evolved It included shopping cetalogues 
for video games, medical imeges and 
images of Israeli soldiers, So insteed of just 
being drewn in and knowing where you 
stood on the level of seduction, it was all 
thrown up and unpleasant and disturbing 
and I thought about whet I can be turned 
on by and what can't I end this taboo and 
vtolation. In this performance piece the 
rabbit tnes for an hour to achieve climax 
and can't end it is almost os if it has a sur- 
feit of imoges and it's been so Invaded by 
things meant to give it pleasure that it's 
beyond pleasure. This idea of literally 
ineerting, in this cese a hand, Into a space, 
which is quite venerable, hes something to 
do with inserting and asserting herself. 
Mercus Fisher is the orthodox Jewish alter- 
ego that she takes on when ehe goes into 
man only spaces in London, Berlin, Israel 
and as this character she'a taking him into 
secular pleces in which he'd never go into, 
ond thet creates e really great tension. | 
was thinking ebout a performance as a 
cure There's en erea in London with the 
Hesidim where there's o completely differ- 
ant atmosphere from othar ports of London 
end being outside of that ae a gentile. 
woman there is this fascination and fear 
end It felt like homeopathy - teking on like- 
ness as e process of cure. The idee of can 
masturbotion function as e cure, of the 
possibility to raleese traume Is also some- 
thing I'd like to discuss. | was talking to 
Oreat aerller and | thought of the sign on 
tha toilat door when the door Is locked: 
"occupied" and when it's empty it reeds 
“empty” And I like the idee thet she 
becomes vacent by being so occupied, by 
being so saturated with images, There is 
this Inebility to become enything else, it is 
almost beyond empty The first tima | saw 
Occupation | thought of Carolee 
Schneoman's Interior Scroll and | wonder if 
thet is any kind of infiuence, if the Idee 
came from ingesting this thing physicelly 
and then giving birth to it. How do you see 
It, Oreet? 

Orest Ashery | don't now how familiar you are 
in Croatia with the political situation in Israel 
but I guess It's true for any sort of military 
occupation Croatia has a history of t as well 
Or apartheid. Being an Israeli | was thinking in 
terms of being a Palestnian, of how it must 
feel when somebody is inside you, m your 
daily life, in everything you do You are actually 
controlled by t And the thing | could imagine 
the most was if somebody put something 
Inside me That was the strongest way that | 
could imagine it. The other side of it is, being 
brought up in lsrae the kind of Zionism, of 
nationalism and brain washing that is so 
strong From the moment you're bom you are 
bom to be a soldier to defend The whole 


ethos of israel is all about that And that is 
another feeling of something inside me and at 
the same time it Is kind of invisible It is a 
sense of guilt It is a stomachache | remem- 
bered the 19th cantury mediums and ecto- 
plasm That idea of being taken over, idea of 
ghosts spints 

Cherry Smyth: Since we are talking about 
territory and occupation, how do you feel 
when you see the Israeli flag? 

Oreet Ashery | d say everything but indifferent 
1 can not be indifferent about this It evokes 
everything about Jewish history and the cur- 
rent conflict in the state of Israel and my per- 
sonal place in tt Itis very personal As a girl, a 
child, grown up in Jerusalem, how that fits into 
myself ss a person 

Cherry Smyth Recently in Belfast the 
Protestant Loyalist side put up an Isreell 
flag to mark their territory os the dominant- 
oppressing group And the Cetholic, 
Republicen communities put up Palestinian 
flags This occupation does Infect us all 
like e virus so you cen't be Indifferent, 
Oreet Ashery And | also think in terms of the 
work it is not saying occupation Is bad It'e 
saying t Is inside all of us. And that interests 
me, how deep It is inside us, how deep does 
it go and where does it go and how does it 
come out 

Cherry Smyth: | om interested in how histo- 
ry and porn interact in the plece, It le Intar- 
esting that you can get more seduced the 
more distant you are from images end how 
it's so shocking when you use the current 
images of Israeli soldiers, British theorist 
Adrian Rifkin spoke of the Holocaust as a 
wound that might be imegined healad only 
through a eaxuel acting out. But you Oreet 
don't act out sexual domination or aubmie- 
sion, thara Isn't e transcendent eublimation 
in the end of the piece, there Is a destabi- 
lization around images. How did you feel 
entering this very sexual arena that could 
be highjacked? 

Oreet Ashery | think porn is just greet Thera 
is nothing porn isn't usng and in that way It's 
a great visual! example of how our consclous- 
ness is working There is no single thing that 
pom hasn't appropriated Any word you type 
into an Intemet search engine and the picture 
next to itis porn hospital porn Holocaust 
pom anything porn And porn makes anything 
ok in a way | am [ust talking about the visual 
culture we live in. It is an interesting appropria- 
ton of how we absorb history how it 
becomes reproduced and contextualized And 
in terms of porn and military everything 
becomes contextualized | am not interested in 
art Nothing ts changing images are Just being 
reproduced 

Cherry Smyth | think we ail buy into that 
casual fetishization of military iconography 
Like Dessert Storm camouflage pents, we 
all wear them. And it works to defuse it, to 
stop it from having the power to oppress 
you. 

Orest Ashery: It can all be a fashion A skn- 


head for example can also be gay or tashion 
or therapy You can not tell in the street who is 
who You can't tell when +t stops being a fash- 
Ion being a feush, when it becomes real 
Cherry Smyth: This piece is also about pro- 
found isolation and loneliness 
Masturbation, which is usually pnvate 
becomes very public, The hotel room, a 
place that is usual a very controlled and 
intimate place for a couple of people 
becomes invadad by all these strangers in 
Say Cheese. Do you think it has anything 
to do with you being an Israeli outside of 
Israel, do you think your national identity 
has a part in that? 

Oreet Ashery The rabbit is very much about 
admonition and a single joumey and not about 
contact and intimacy But here in Zagreb there 
wes a contact between the audierce and the 
Soldier With the rabbit there is no contact 
apart from watching It is a different dynamic 
Charry Smyth: How important is it that the 
rabbit Is seen as female? You are taking 
over the rola of the male voyaur masturbat- 
ing in front of tha Imagea 

Oree: Ashery- In the rest of my work tt is quite 
transgendered Tha characters sometimes 
have penises and sometimes have breasts, 
but for this piece, since | have a vagina, | can 
use it. ft is just using what | had 

Cherry Smyth: What could causa the rabbit 
to climax? 

Oreet Ashery After television the rabbit can't 
coma any more The saturation is just too 
much 

Charry Smyth: Can you tell us somathing 
about your plece Dancing with Men? 

Oreet Ashery That piece is en intervention I 
did Every year in the north of Israel there is a 
huge celebration where orthodox men are 
dancing and only the men are allowed to 
dance and | wanted to dance with them 
Cherry Smyth: | was surpnsed to see how 
sensual that dance is It is so unlike all he 
other footaga we see of orthodox Jawish 
men, Did you find it more exciting then you 
thought? 

Oreet Ashery t was really mind-blowing | did- 
n't reelly expect that It was really homoerotic 
The religious acstasy was really hard to film It 
was really the best rave that I've bean to 
Cherry Smyth. Being in this religiously seg- 
regated space as a woman, you are break- 
ing the rules. Is there an ethical contradic- 
tion in it? 

Oreet Ashery A lot of people tee! r is totally 
unethical insulting and disrespectful And I've 
got to think of that to an extent, but | don't 
really think ot it in term of ethics. 

Cherry Smyth: You could argue that rt is 
not ethical to exclude women in the first 
place But working with ethical contradic- 
tions is something you do in a lot of your 
work 

Oreet Ashery That is their space itis a kind 
of cultural terrorism in a way but nobody got 
hurt 

Cherry Smyth But it is also humanizing for 


a group that is stigmatized, not only in 
Israet but in the diaspora as well 

Orest Ashery | think 1 tei so high because t 
felt I belonged It is so mbal 1 feels like I 
should be there And at the same time you are 
only there because you are cheabng But, isn’t 
it always about cheasng. tf you are having 
Chnstmas with your family you might be fying 
to feel you belong there 

Cherry Smyth: | was just reading a book 
about Agnes Martin who 1s an Amencan 
painter. In fact, har work is diametncally 
opposed to yours in terms of esthetic, but 
she said that the essential part of adven- 
ture is going into unknown territones and 
that's what makes art attractive. What 
makes you put yourself in dangar? 

Oreet Ashery i think it is totally autobiographi- 
cal Growing up in Jerusalem, the orthodox 
and the Arab parts of the town are both very 
difficult to waik in and stii | had to go there 
Charry Smyth: This idaa of taking on cul- 
tural, religious drag, this colncided with the 
phenomenon of drag kings. Unlike the 
glamour of drag queens, this idea of pass- 
ing seemed more Important then tha idea 
of performing, | wouldn't say your work 
came out of that but came out of tha sama 
cultural moment, 

Oreet Ashery Actually it started a iong time 
ago with dressing up in my fathers clothes. 
Just a fascination with cross-dressing the 
power i gives you and the way it feels 
Clothes are less then skin-deep and t's a 
Question of how deep identity really goes But 
Marcus Fischer did take part in the whole drag 
king scene for a while 

Cherry Smyth: You did a performance 
where you shaved a Star of David on your 
head, 

Oreet Ashery There Is a photo by Man Ray of 
Duchamp who shaved a star in his har and he 
did want to be an art star, so it is a take on 
that In England and the US bleck youth cul- 
ture i$ very fashionable and | was thinking of 
ways being Jewish can be trendy and fashion- 
able 

Cherry Smyth. in Say Cheesa Marcus 
Flscher sits on a bed of a hote! room and 
you could do whatever you wanted You 
had a cable release for a camera and you 
could take one picture when you wanted 
And the picture would be sent to you. For 
me, there wes a feeling of this amazing 
conflict of respect and wanting to violate it 
by touching what looked [ke a Hasidic 
man who isn't allowed to be touched by a 
gentile woman And still knowing it was 
Oreet underneath and | could do whatever 
1 wanted to. You bnng out the stereotypical 
behavior in people around Hasidic men, 
queer artists Was doing Say Cheese in dif- 
ferent countnes different? Or is it that we 
all need a confessor? 

Oreet Ashery Every individual was differant, 
but every city was also different London was 
ihe most sexually gong for it, New York was 
amazng because people felt like they nad to 


perform One wanted to be blindfolded and tor 
me to he on top of her and sing a Nirvana 
song, another brought a game and one want 
ed to scream 

Cherry Smyth For me, the seed of 
Occupation is in there because you are 
allowing your body to be invaded by 
strangers. 

Oreer Ashery | just wanted to know about 
Marcus Fisher and what people wanted to do 
with him in three minutes What makes things 
happen when people meet How a meaning 
between two people is created And what dis- 
turbed ma was not just the sexual stuff, it is 
ika a job and you do it, it was the psychologr 
Cal stuff 

Cherry Smyth Why do you think I laft is a 
piece shot with your family in Israel and 
they all keep repeating "we are not angry 
with you", They talk of your choices as 
"lifestyle" and barely mention the situation 
in Israel. 

Oreet Ashery In Israel, when you leave, there 
15 a strong feeling that you ere a traitor, that 
you betrayed the country But it is also the fact 
that today the families live all over and that 
bond is brokan It is quite hard for me to 
watch this film They all talk about me, but rt is 
al about them My mother is guilty, my brother 
18 asking me about my soil, but my soil is with 
other people | feel good with 

Cherry Smyth: When I think of your work I 
think of artists like Valia Export and Hannah 
Wilke. Also there is a real documentary 
impulse in your work, the erchiving, filming 
yourealf. Has documantary film Influencad 
you? 

Oreet Ashery Now documentanes are like art 
films, but onginally t was about documenta- 
tion | try to always be ant-esihetic, to resist to 
meke t beautiful 

Cherry Smyth: What other performance 
artists have influenced you? 

Oreet Ashery Paul Macerthy is a big influence 
Also Sophie Calle with Following Strangers 
and Duchamp are e big influence. 

Cherry Smyth The idee of holding up a 
murror to people and showing them a side 
to themselves they may not want to see. 
Did you ever had anyone react violently or 
aggressively? 

Oreet Ashery In Say Cheese people some 
tmes send e-mail saying "you made me do 
this’ and | never made anyone do anything 
Cherry Smyth: It is am inability to take 
responsibility. 

Oreet Ashery And one time | nearly got beat 
up in a gay bar and | don't know ff tt was a 
problem with me being an orthodox man or if 
they saw me as a woman 

Cherry Smyth | wonder if you can think of 
moments that helped define your sensibili- 
ties as an artist or why you became an 
artist? 

Oreet Ashery Being a child and expenmenting 
with Ife as performance and performance as 
art Expenmenting and testing all the time 


Mobile Academy: 
Berlin, 2004 


30 kolovoz - 19. rujan 2004 


Mobile Academy Berlin 2004 nudi kombinaciju nterdisaplinarnih kolegija 1 rada na teranu teonje | 
aktvizma 


Pod nazivom Fakalore - Konstrukcija | invencije urbanog folklora - bit će ponuđano šest kolegija 
gluma/režija, film, ples, lutkarstvo, audio walk art, dizajn rasvjete Nekoliko gostujućih predavača 
br će pozvano da odrze predavanja : prezentacije. Tijekom odrađenih posljepodneva bit ća organizirani 
obrasci grada koji ce pratiti tragove berinskih izbjeglica njihovih povijesnih arhitektonskih političkih 
puteve i prošlost 


Fakelore je oznaka za izmisljena tradicije tracicije knvotvorene | skrpane te često kratkovječne Nepnktadni 
pojmom kao što su autenticnost. naconainost | zanatstvo postaju iznova zanmim 1 operativni kao travestije 


Neki od predavača su Bruno Beltrao (koreograf, Rio de Janerc), prof dr Regina Bendix (etnologinja, 
Góttngen), Janet Cardiff (umjetnica, Berin) Joao Paulo Cardoso (lutkar, Porto), Chen Shi-Zheng (kazališni 
režiser Peking/New York), Harun Farock (filmsku režiser Berlin), Johannes Hedinger (medijski umjetnik 
pod etiketom Com&Com, Zunch}, Danus James (autor New York i Berlin} Mischa Kuball (dizajner 
rasvjete Dusseldorf) Stefan Kaegi (kazališnu režiser Frankiurt}, Constanza Macras (koreografkinja, Berlin) 
Puppet Mastaz (Toygroup, Berlin) SubReal (An Duo Bukurašt/Amsterdam) Nevila Tranter (lutkar, 
Amersiort), Dorothee Wenner (fimska reziserka Berin) 


Rok za prijavu: 15. svibnja 2004. 


Mobile Academy: Berim, 2004 

Nostelj projekta su Hannah Hurtzig 1 Hebbey am Ufer 
U suradnji s Akademie der Kunste | Fidena Bochum 
Projekt je podržan od Hauptstadtkulturfonds 


Supendije THEOREM (Europska asocijacija podržana 
programom Culture 2000 Europske Zajednice) 


www.mobileacademy-berlin com 


Mobile Academy: 
Berlin, 2004 


August 30 - September 19th 2004 


The Mobis Academy Berlin 2004 combines an mterdisepinary coursa offer with fieldwork theory and 
activism 


Under the label Fakalora - Constructions and Inventions of Urban Folklore - six courses will be 
offered in acting/diracting, flim, dance, puppetry, audio walk art and lighting deslgn Several quest 
lecturers will be invited to accompany the courses with lectures and demonstrations Guided city tours 
held dunng some afternoons of the Mobile Academy will follow tha traces of rerugees in Berlin and their 
historic architectural and polltic paths and pasts 


Fakelore means invanted traditions forged and patch-worked together, and often short-lived Improper 
Concepts such as authenticrty, nationality and craft become interesting and operably agan as trsvestes. 


Lecturers among others Bruno Belrao (Choreographer, Ro de Janeiro), Prof Dr Regina Bendix 
(Ethnologist Göttingen), Janet Cardiff (Artist, Berin) Joao Paulo Cardoso (Puppeteer Porto), Chen Shi- 
Zheng (Stage director Beying/New York) Harun Farock (Film Director, Berlin), Johannes Hedinger (Media 
Artist under the label Com&Com Zunch) Danus James (Author, New York and Berlin) Mischa Kuball 
(Light designer Dusseldorf) Stefan Kaegi (Stage director, Frankfurt), Constanza Macras (Choreographer 
Berlin} Puppet Mastaz (Toygroup Berlin) SubReal (Art Duo BukaresvAmsterdam) Neville Tranter 
(Puppeteer Amersfort) Dorothee Wenner (Film Director Berlin) 


Application deadline: May 15th 2004 


Mobile Acadamy. Berlin 2004 

A project by Hannah Hurtzig and Hebbel am Ufer 

In cooperation with Akademie der Kunste and Fidana Bochum 
Supported by Hauptstadtkuturfonds 


Scholarships THEOREM (European association supported by 
the program Cutture 2000 of the European Union} 


www,mobilaacadamy-berim com 
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